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ABSTRACT
Process theory is applied as a best practice to motivate, scaffold, and address
differentiation among music students in an ensemble. This action research project examines a
jazz ensemble consisting primarily of 9th and 10th graders who are developing performance,
improvisation, musical facility, and ensemble skills. The author examines his own pedagogical
development by examining journal entries, mentor feedback, and a student survey. The research
focused on three primary questions:
1. How can I build a team culture that improves the student experience and grows
musicianship while also promoting inclusiveness cohesiveness, and social
acceptance?
2. How can I best encourage students to develop their self-agency while also improving
their ability to see consequences as products of their actions?
3. How can I best set goals for my students, assist them in setting their own goals and
develop their ability to manage their expectations?
The inclusive, positive team culture created a learning environment where students
shared experiences and affirmed each other. The new culture affected growth in a sense of
equity, social awareness, and group responsibility. Music teachers can develop self-agency in
students, vastly improving their self-value, ability to learn, and perform in the ensemble. Further,
developing self-agency is an effective means of addressing differentiation within an ensemble.
When students have an increased awareness of goal management, music teachers can better
implement differentiation, scaffolding, and best practices.

Keywords: music, education, process theory, differentiation, pedagogy, self-agency
2

3

TABLE OF CONTENTS

ACKNOWLEDGEMENTS ......................................................................................................... 1
ABSTRACT ................................................................................................................................... 2
TABLE OF CONTENTS ............................................................................................................. 3
LIST OF FIGURES ...................................................................................................................... 6
CHAPTER I .................................................................................................................................. 7
INTRODUCTION....................................................................................................................... 7
THE PERFORMING ENSEMBLE: AN UNDERAPPRECIATED BUILDER OF ACADEMIC SKILLS ............ 10
MOTIVATION .............................................................................................................................. 12
DEVELOPING A COHESIVE ENSEMBLE ........................................................................................ 13
DEVELOPING SELF-AGENCY ...................................................................................................... 15
ATTACHING WEIGHT .................................................................................................................. 17
CHAPTER II ............................................................................................................................... 19
LITERATURE REVIEW .......................................................................................................... 19
PURPOSES AND OBJECTIVES FOR THE LITERATURE REVIEW ....................................................... 19
COACHING FOR A COHESIVE TEAM (TED LASSO-STYLE) ............................................................. 20
DEVELOPING SELF-AGENCY IN MUSIC STUDENTS ..................................................................... 22
WHY? ATTACHING WEIGHT AND CREATING GOALS.................................................................. 25
CHAPTER III ............................................................................................................................. 28
RESEARCH METHODS .......................................................................................................... 28
RESEARCH QUESTIONS ............................................................................................................... 28
INTASC STANDARDS ................................................................................................................ 30
METHODS AND PROCEDURES ..................................................................................................... 31
DATA COLLECTION .................................................................................................................... 33
DATA SET 1: PERSONAL JOURNAL REFLECTIONS ....................................................................... 34
DATA SET 2: STUDENT FEEDBACK ............................................................................................. 34
DATA SET 3: PROFESSIONAL FEEDBACK FROM MENTOR TEACHERS AND ADMINISTRATORS ..... 35
CONTEXT OF THE STUDY ............................................................................................................ 35
PARTICIPANTS ............................................................................................................................ 36
HOW I STUDIED MY TEACHING .................................................................................................. 38
CHAPTER IV.............................................................................................................................. 40
3

4

FINDINGS ................................................................................................................................ 40
OVERVIEW ................................................................................................................................. 40
JOURNAL ENTRIES – DATA SET A .............................................................................................. 40
MENTOR FEEDBACK – DATA SET B ........................................................................................... 41
STUDENT SURVEY – DATA SET C ............................................................................................... 42
PRESENTATION OF THE DATA ..................................................................................................... 42
HAVING FUN .............................................................................................................................. 42
SHARED EXPERIENCES ............................................................................................................... 44
MODELLING AND PRACTICING CLEAR COMMUNICATION ............................................................ 48
MODELING AND PRACTICING RESPECTFUL AND AFFIRMATIVE LANGUAGE TOWARDS OTHERS .... 49
HIGH EXPECTATIONS ................................................................................................................. 51
FAIR ACCOUNTABILITY .............................................................................................................. 53
COLLECTIVE PROBLEM SOLVING ................................................................................................ 54
DEVELOPING AGENCY IN STUDENTS .......................................................................................... 56
IMPORTANCE OF INTENTION ....................................................................................................... 56
ALLOWING THE STUDENTS TO TAKE OWNERSHIP ........................................................................ 58
CHALLENGES IN THE ZONE ......................................................................................................... 61
REPERTOIRE THEY LIKE .............................................................................................................. 64
POSITIVE FEEDBACK AND SUPPORT............................................................................................ 64
AUTHENTIC ASSESSMENT ........................................................................................................... 64
MODELLING ............................................................................................................................... 66
GOALS AND EXPECTATIONS ....................................................................................................... 66
MODEL GOAL SETTING ............................................................................................................... 66
PLACING VALUE ON THE MUSIC .................................................................................................. 66
POSITIVE GOALS ........................................................................................................................ 67
INDIVIDUAL GOALS .................................................................................................................... 70
PERSONAL CONNECTION ............................................................................................................ 72
CHAPTER V ............................................................................................................................... 73
OVERVIEW ................................................................................................................................. 73
RESULTS ..................................................................................................................................... 74
TEAM CULTURE ......................................................................................................................... 74
DEVELOPING SELF-AGENCY IN STUDENTS ................................................................................. 76
SETTING GOALS ......................................................................................................................... 79
LIMITATIONS .............................................................................................................................. 80
FUTURE GOALS .......................................................................................................................... 80
SUMMARY .................................................................................................................................. 81
WORKS CITED.......................................................................................................................... 83
APPENDIX A .............................................................................................................................. 88
4

5

JOURNAL ENTRIES ...................................................................................................................... 88
APPENDIX B .............................................................................................................................. 96
MENTOR FEEDBACK 11/10/21 - SCHAUER .................................................................................. 96
MENTOR FEEDBACK 2/16/22 – SCHAUER ................................................................................. 100
MENTOR FEEDBACK 1/27/22 – CAMP....................................................................................... 103
MENTOR FEEDBACK 2/23/22 – CAMP....................................................................................... 109
MENTOR FEEDBACK 5/16/22 – CAMP....................................................................................... 115
APPENDIX C ............................................................................................................................ 121
STUDENT SURVEY .................................................................................................................... 121

5

6

LIST OF FIGURES
FIGURE 4.1 ..................................................................................................................................... 43
FIGURE 4.2 ..................................................................................................................................... 44
FIGURE 4.3 ..................................................................................................................................... 45
FIGURE 4.4 ..................................................................................................................................... 46
FIGURE 4.5 ..................................................................................................................................... 47
FIGURE 4.6 ..................................................................................................................................... 47
FIGURE 4.7 ..................................................................................................................................... 50
FIGURE 4.8 ..................................................................................................................................... 50
FIGURE 4.9 ..................................................................................................................................... 51
FIGURE 4.10 ................................................................................................................................... 52
FIGURE 4.11 ................................................................................................................................... 53
FIGURE 4.12 ................................................................................................................................... 55
FIGURE 4.13 ................................................................................................................................... 55
FIGURE 4.14 ................................................................................................................................... 57
FIGURE 4.15 ................................................................................................................................... 57
FIGURE 4.16 ................................................................................................................................... 59
FIGURE 4.17 ................................................................................................................................... 59
FIGURE 4.18 ................................................................................................................................... 60
FIGURE 4.19 ................................................................................................................................... 60
FIGURE 4.20 ................................................................................................................................... 61
FIGURE 4.21 ................................................................................................................................... 62
FIGURE 4.22 ................................................................................................................................... 62
FIGURE 4.23 ................................................................................................................................... 63
FIGURE 4.24 ................................................................................................................................... 65
FIGURE 4.25 ................................................................................................................................... 65
FIGURE 4.26 ................................................................................................................................... 68
FIGURE 4.27 ................................................................................................................................... 68
FIGURE 4.28 ................................................................................................................................... 69
FIGURE 4.29 ................................................................................................................................... 69
FIGURE 4.30 ................................................................................................................................... 70
FIGURE 4.31 ................................................................................................................................... 71
FIGURE 4.32 ................................................................................................................................... 71
FIGURE 4.33 ................................................................................................................................... 72

6

7

CHAPTER I
INTRODUCTION
I am a lifelong learner and a teacher. At age 5, I started singing in choir and taking piano
lessons. In junior high school, I started taking saxophone lessons. Both of my parents were
encouraging but not overly strict. I practiced because it was fun to learn new music. I made the
all-state jazz band my sophomore year of high school. I was inspired by the older students
around me. They were always encouraging and helpful. My friend Rick would take me to jam
sessions with him in Wilmington and Philadelphia. We were often the only teenagers in the
session, but Rick could play at a very high level. I learned that achievement opened all kinds of
doors. In my junior year, I became the mentor to younger players and by my senior year, I was
the section leader and the lead player.
I attended to the University of Delaware and immediately decided to study music. I was
the lone freshman in my studio with a few seniors. I became the leader and mentor for the studio
at the beginning of my sophomore year. I taught saxophone lessons to junior high students on
Saturday mornings. During the week, I learned the trade of audio engineering and worked in the
recording studio. To this day, I shudder when I see tangled audio cable.
I had the intention of becoming a college professor and was advised to get a master’s
degree in music. I auditioned and was accepted to a prestigious program at Northwestern
University. There, I studied with one of the top saxophone professors in the country, Dr.
Frederick Hemke. Living in Chicago was my first time really living away from my hometown. It
was exciting to study in a school where my love for music was amplified by the other students
and faculty. That inspired me to practice and learn as much as possible. I remember practicing
scales, etudes, altissimo, jazz transcriptions, and concertos in a tiny practice room with a window
7
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that overlooked a frozen Lake Michigan. I spent 16 months doing that for 6 - 8 hours a day while
also attending classes on advanced theoretical analysis, jazz arranging, and jazz piano.
I had every intention of completing a doctorate degree as well. I spoke with Dr. Hemke,
and he told me that he would accept me, but he advised graduating Masters students to take a
year off from school. I moved back to Delaware and began teaching lessons and building my
studio. I taught saxophone, flute, and piano lessons in the afternoons and evening. Sometimes,
my old classmates from school who were now schoolteachers would invite me to give
masterclasses. I used to love that. I often regretted not having a degree in Music Education. The
secondary education jobs seemed more attainable than the ones in academia. I also performed
and collaborated regularly with musicians. It was fun to learn the performing side of the music
scene, but those gigs did not pay enough. Soon I began learning other trades to make ends meet.
I learned horticulture. I was a park ranger. I wrote grants for start-up businesses.
As the years passed, I found that I performed less and taught less. 17 years later, I found
that I had lost touch with the music side of my life, and I wanted to reconnect with it. I needed to
get back in shape, learn new techniques, and make new connections. I applied to a doctoral
program at the University of Northern Colorado. I practiced for a year and even gave a recital in
preparation. I won the teaching assistant position and started taking classes and teaching college
students in the fall of 2013. I enjoyed learning about teaching and performing Music again and
interacting with professional peers. The college students I taught were different than secondary
students. I could challenge them more. I won a concerto competition that first year as well. It was
great to be back in music and growing again.
While I wrote my dissertation, I applied for and took a job teaching three sections of AP
Music History at a secondary school. Having always been annoyed with the way music history is
8
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taught, I created a course from scratch. It centered around the life and experiences of a few great
composers. I wanted students to know why composers got out of bed in the morning. What
motivated Beethoven or Brahms? I knew that it was a success the first time another teacher
stopped me in the hallway and said, “My students are doing your homework during my class.”
I moved to Portland with my partner in 2017 and worked as a specialist teaching
saxophone, clarinet, and jazz in the Evergreen Public Schools (Vancouver), West-Linn HS, and
in the Beaverton School District. Kevin Egan, the director at West Linn, quickly became a new
mentor. His ability to motivate students and foster amazing ensembles while also stimulating
growth and self-confidence within students piqued my interest. There was more to be learned! I
applied to the MAT program at WOU. I also befriended the saxophone teacher at PSU, and
together we started a sax ensemble with our students and presented a one-day sax camp in 2019.
I also became the new saxophone instructor for the Young Musicians and Artists camp in
Salem. I took a long-term substitute position at West Linn High School/ Athey Creek Middle
School for the person who taught four orchestra ensembles and a jazz ensemble. When that same
position opened over the summer, the school hired me, and I now teach full-time in that same
position.
I truly enjoy sharing my love and expertise in music with students. I already had some
teaching chops and the ability to be a kind mentor. I find that my motivational skills are still
evolving. It is not enough to be knowledgeable, kind, and patient. I need to learn to be a good
coach. When I look to my mentors, some were excellent, like Dr. Hemke. He did not pull
punches, but he also had your back. I was obviously motivated to practice by him, so I wonder
what part of his teaching was so effective?
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The Performing Ensemble: an underappreciated builder of academic skills
A recent study at the University of British Columbia (2019) has shown that students
involved in the performing arts have improved success in their other subjects. The article also
debunks the claims that those same students have advantages such as socioeconomic or superior
academic potential. In other words, one of the best ways a student can do better in other classes
is to engage in a music program beginning in middle school and continuing through high school
(University of BC, 2019). The reason those students in my classes are good students in other
classes is, at least partly, because of their involvement in my ensemble. What am I teaching them
that is so effectively transferrable to other classes? The classic idea is that students develop
creative skills in music classes, those will transfer to creative problem-solving skills in other
courses. Sure, they learn creativity. Every music teacher cites that. Looking for any win,
performing arts educators ascend their soapboxes and preach about teaching creativity. No one
dares question it, so I will be brave. I do not believe that there is enough creativity taught in
performing ensembles to justify all the developmental gains made by students in the class.
Award winning teacher and author John Taylor Gatto (1991) stated that “School has
replaced church in our secular society.” That statement is a full basket, so let’s unpack it. First is
the factual statement that school has become the only community stalwart left that all children
attend. Not everyone attends church, but just about everyone still goes to school. These entities
are also similar in how they present information. What is church? It’s a system of beliefs taught
on faith. What is school? It’s also a system of beliefs taught on faith. Gatto further criticizes the
current system as creating negative, controlled states such as class assignment, conditional selfesteem, and surveillance which result in dulled responses, emotional and intellectual
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dependency, and confusion. He would rather see schools teach exploration, creativity and
communication rather than rules and memorization.
Gatto’s argument is polarized and lacks nuance, but I agree that I would rather teach
more exploration and creativity. In fact, I wonder how much creativity I actually teach? I use
backward planning and teach to the performance. I set the goals for the ensemble. We perform
written compositions or arrangements where the pitches and rhythms are non-negotiable. Am I
leaving enough room for creativity in the students? I often allow the students to steer my
selection of repertoire. I often allow my lead players to choose the direction of a phrase or the
emphasis of an articulation. Even in jazz, a style defined by improvisation, there are only a few
improvised solos every quarter. When I attend music teacher conferences, the sessions on jazz
constantly bemoan the lack of improvisation taught in school jazz bands.
Developing the creative skill set is only part of the experience, and it does not seem to be
the primary piece. There are other transferable skills taught in ensemble classes that assist
students with their growth in other academic courses. I hypothesize that these are self-agency,
teamwork, and the ability to create clear, attainable objectives. These are skills I teach multiple
times in every class. Moreover, I create a culture where these skills spiral up. For me, these are
the three biggest areas where any improvement in my teaching will result in the best impact for
my students. I am already well-educated in music. I can easily teach the artform and how to
make creative decisions. I need to learn better coaching skills. I need to learn new ways to
motivate. I need to learn more effective approaches to promoting teamwork. I need to learn the
best way to teach students how to truly believe in themselves.

11
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Motivation
The conductor of the ensemble is the only person on stage who does not make a sound.
His success depends on his ability to make other people powerful. In the performing arts, we
coach students to perform as well as teach them skills. In this, teachers become more like the
football or volleyball coach than the math or English teacher.
In Oregon, performing music ensembles compete just like athletics under the Oregon
School Activities Association (OSAA). This has benefits such as providing funding for trips and
performance opportunities. The competitions also create events where the students can hear
performances from other school. Does a graded competition really motivate students to practice
and prepare to a higher level? Does winning a competition support the development of selfagency in student musicians? I would argue that it does not do much of either. You can win a
competition and still think that you didn’t play well. Further, perfection should never be the goal
of any performance. I bet if we could have heard Beethoven or Mozart perform, we’d know the
truth. Mistakes are there to be celebrated as part of the art form. The downside to competition in
the performing arts is that it robs the students of part of the fun. Their performance is judged and
placed into an artificial rubric. That is not how art should ever be experienced.
Criss (2011) suggests that the best way to motivate students is by using process theory.
This device effectively scaffolds musicians of various skill levels by making learning personally
relevant and to personally engage each of them. Process theory leverages the student’s personal
desire to improve, to overcome obstacles, and attain new knowledge. If a task becomes
personally relevant, then a student is much more likely to focus on that task. This personal
relevancy toward a group goal captures every member of the ensemble. It does not matter the
background or skill level, all students are there to achieve their own best performance within the
12
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scope of the group. The inherent inclusive nature is one of the best aspects of performance
ensembles. Building my motivational and team culture skills is one of the best things I can do for
inclusiveness within my class.
Some ensemble directors are amazing motivators. They use aspects of process theory
such as stating clear goals, placing weight onto the goal, and developing enough self-agency in
students to attain those goals. Further, good coaches create a positive culture that spirals up the
system of beliefs. The students perform at a high level and are excited to be there. When
motivation is lacking, the ensemble becomes more of a social group. The students are not there
to perform and use the class primarily as a chance for a social outlet and a place for acceptance. I
would like to explore motivation and how I can improve my skill set.
Developing a Cohesive Ensemble
My first step is to address the diversity in the class and create an ensemble. I must teach
them how to work well as a group. I do team building exercises in the beginning of the year to
help my ensemble members get to know each other. The psychology is deeper than that. To form
a cohesive group, I need the members to share perspective and experience. This sharing between
peers is an effective way to address differentiation within my classroom. A strong performing
ensemble understands how to support and learn from one another. The peer-to-peer
communication is strong and positive (Lockard 2012). This does not just happen by placing
students in the same room. My coaching steers them toward positive discussions and behaviors
by my own example, standards, and narration.
One of the best parts of teaching is broadening someone’s perspective. We all walk
around with narratives. I often wonder what types of narratives we are giving to our students.
Through my scholarship of music, I share my perspective on the art form both as a performer and
13
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teacher. I also lend my perspective on what is possible. My students have little to no experience
performing with professional musicians at a high level. Their narrow perspective stunts their
growth. Therefore, I also try to model professionalism and maturity as a strategy for success. I’m
on time, wear a tie, and take care of business. Meanwhile I remain approachable and laugh off
my mistakes and blunders, both mine and theirs. I completely disagree with the casualness of
many teachers. For instance, one assistant principal wore sweatpants to my job interview. I think
that is a terrible perspective to show young people. The job world is cut-throat. Hunger is real.
Rent is real. Students see mixed messages in pop culture and those narrative can be reinforced by
teachers. A too-casual manner is also a problem. If the teacher does not take the subject matter
seriously, how are the students supposed to care about it? My focus and intentions must be about
the same group cultural expectations that I set for my students. They see me showing-up on time,
having positive energy, speaking with a love for the genre and a respect for the musicians,
empathizing with mistakes, and always pushing forward toward the goals. Students who do not
care about the rehearsal find other distractions such as socializing or a screen. They are a
distraction to the group and make poor ensemble teammates. According to Howard (2020)
effective teaching of diverse students included a culture full of rigor and structure.
Shared experiences are also an excellent path to ensemble cohesiveness. This is one of
the benefits of OSAA competitions. As in athletics, students work together, prepare together, and
perform together. They learn to rely on each other. When they are judged together in
competition, students realize that the group is greater than the individual, at least in terms of
ensemble success.
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Developing Self-Agency
Now that the students feel the value of the ensemble and the program, they must begin to
understand about their own self-agency. I must individually scaffold for my students by teaching
each of them how to practice and improve. Each of them is on their own musical growth path, so
how do I do that?
There is a great misnomer in the performing arts perpetuated by pop culture that the
primary ingredient to a successful artist is talent. There is even a popular show called America’s
Got Talent. If that is to be taken at face value, then all a music teacher need do is find these
students with talent and sit them together in a group. I have never actually experienced that in the
wild. I certainly have had students who excelled and other who floundered, but research shows
that talent is not necessarily the whole story. Hewitt (2015) found a strong correlation between
self-agency and skill development in the performing arts. In other words, students who have
stronger beliefs that their practicing will generate success will practice. Students who do not
think that practice will increase their skills will not practice. It is more than tenacity or grit. To be
successful, a student must trust two things: themselves and the coaching process. It is not enough
to only have one. A student can trust their coach but without the ability to trust herself, she will
not practice the teachings. These students become sycophants, more obsessed with the process
than the actual growth. They can recite all the rules, but they seldom practice and never
consistently. Practice is never a priority because they do not believe in its efficacy.
Students who solely trust themselves and no other seem brilliant at first. Because of their
high ability to be the maverick and overcome any obstacle, they seem like stars. Unfortunately,
these self-centered artists bring toxic psychology to any ensemble. The needs of the one
outweighs the performance of the group. These students erode coaching practices and group
15
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dynamics. Because these students generally perform at a higher level, they often are placed in a
leadership role. From there they destroy the group dynamics and create strife. I would rather
have an average performer in a lead role that is trustworthy than a superstar who is self-focused.
Consequently, it is important to develop both trust in the process and self-agency.
The first step in this process is to engage students and give them a specific amount of autonomy.
In “The Best Kindergarten You’ve Ever Seen,” Takaharu Tezuka (2018) states that students
require small danger which heightens their awareness and intensifies the learning process. I love
this concept. Humans evolved for thousands of years with children learning this way. In the
performing arts, small danger is performing, trying something new, or expressing an emotion in
front of peers. In the bounds of the performing ensemble, there are many ‘small dangers.’ These
include solos, chair placement, playing in front of the group, improvisation, and competition.
Hewitt (2015) found a strong correlation between self-agency and skill development in the
performing arts. There is a balancing act of setting up these flaming hoops and motivating the
students to jump through them. They must want to do it, and the challenge must be scaffolded
just enough. Vygotsky (1978) labels this as the zone of proximal development. With assistance
from a teacher or a peer mentor, the student will rise to the challenge. I believe that part of what
Vygotsky was observing was the growth of self-agency as a result of a positive educational
environment. Students met a small danger and overcame that danger through assistance within
the context of the social structure. That individual student then had a raised awareness of what
was possible regardless of the social atmosphere. The student musician has the social experience
within the ensemble where they, hopefully, feel comfortable and safe. It is the practice session
that can feel lonely and tragic. As a teacher, I want to encourage that self-agency in the
classroom to transfer to the practice session.
16
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Attaching Weight
According to Lautzenheizer, T. (1990), one of the most effective best practices in music
pedagogy is to teach students how to personally attach weight to a goal. That personal
connection adds weight to the task. The teacher must clearly model how to create goals and how
to attain them using small, incremental steps. Further, the small actions of the teacher in the form
of daily habits reinforce the path to goal attainment. It burns hotter. McInerney (2000) states that
outcome-oriented goals focus the student’s energy. Criss (2011) states that teachers must assist
the students with selecting goals that are challenging, clear, and compelling. Further, student
goals should be made public to foster commitment and cooperation from all students. Students
should also maintain an active role in developing and attaining the goals(Criss, 2011). These
goals add value to the music and the ensemble in the mind of the student. (Sichivista, 2004).
Further, goal setting is transferable and essential to the student outside of my ensemble. From
roughly age 14 to 24, these students will be bombarded with the big question, “What are your
goals?” If they can begin to understand how to attach weight to goals on relatively small items
such as performing a major scale or an articulation correctly, then they will already have the
foundation to set goals for much larger things such as college majors or career paths.
In this project, I will address diversity in my classroom by researching innovative
approaches to building teamwork. I will learn one path to effectively scaffold by building selfagency within my students. I will also address a best practice by teaching students how to set and
achieve real goals. I will do all of this through the lens of process theory. I will find strategies
built from the research of leading educational scholars. I will also discuss some of the older wellworn paths and discuss why they may still be effective. With that information in hand, I will
audition some of these new techniques on my students. I will create rubrics and discuss my
17
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levels of success. I will poll my students to find their assessment of the techniques. Finally, I will
reflect on the project finding lessons learned and areas for further study.
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Chapter II
LITERATURE REVIEW
Purposes and Objectives for the Literature Review
Criss (2011) states that the most effective way to scaffold musicians of various skill
levels is by making learning personally relevant and to personally engage them in the experience
of creation and performance. She recommends using process theory as a primary strategy for
motivating students. This theory suggests that a student will be motivated by the desire to
improve personally, to solve problems, and to gain understanding. Simply put, students value
self-respect and self-satisfaction more highly than they value material rewards. They judge the
task on the basis of personal relevancy. There are six aspects of process theory: expectancy,
equity, self-agency, goals, attribution, and autonomy. I examine my growth in addressing
differentiation by using process theory to build a team culture. Vygotsky (1978) found social
interaction incredibly effective in successful pedagogy. Differentiation is further supported by an
equitable environment, peer mentorship, psychological safety, some autonomy, and empathy.
My examination of scaffolding for music students involves supporting their growth in
self-agency, which is another piece of process theory. Succinctly, the more they believe in
themselves, the more they will practice. It is this practice outside of the rehearsal that affects the
performance more than any other factor. In effect, I teach them all how to scaffold for
themselves.
Finally, music ensembles do best when there are clear, attainable goals. This final piece
of process theory is implemented to create a study on the best practice for music pedagogy.
These goals are stated, modeled, restated, refined, and obtained. We do this as an ensemble over
and over so that each student understands the process. This focus not only allows success as a
19
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best practice in music, it also teaches students how to set their own goals and seek answers to
bigger questions.
Coaching for a cohesive team (Ted Lasso-style)
How do I create an effective team? This is an investigation of coaching strategies that create an
effective team characterized by inclusiveness, cohesiveness, fairness, and social acceptance. In a
music ensemble, the teacher acts much more like the coach of an athletic team than a traditional
teacher. The success of the group relies on everyone being on the same page all the time. They
help each other, encourage each other, and have each other’s backs. It is the teacher’s job to
foster this culture. I have been teaching full-time since September, and I find this much more
challenging than it looks. Basically, the Ted Lassos of the world are working much harder than
we might think! There is a balance between kindness and challenge.
Luckily, there are many strategies a music teacher can use to improve their practice in
building team culture, including many borrowed from the world of athletics (Criss, 2011). In
terms of teamwork, she recommends supporting an equitable environment. Fairness must be
upheld so that students have a clear understanding of how their actions will be received. Another
benefit of equity theory in music ensembles is vicarious learning (2011). Many students in an
ensemble enables those at lower skill levels to participate. Proficient students serve as models for
others who want to emulate their skills. She illustrates both these points very well, writing “No
one wants to be the only one on the dance floor or the only one on the sideline” (Criss 2010 p.
64).
One of these is the music camp. Goekea (1996) writes that music directors often use
retreats or camps as a way to create group cohesion while also learning the repertoire for the
upcoming performance. These retreats vary in length from half a day to long weekends. Goekea
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explained that students who are new to the ensemble become fully immersed in the social nuance
and the rules and expectations of the group. Other than rehearsal, activities included athletics,
recreation, and meals. Some directors broke the retreat activities into distinct blocks of time. All
found the camps to be incredibly valuable.
In coaching an exceptional string quartet, Cotter Lockard (2012) found that teamwork
was affected by environment, psychological safety, a democratic rehearsal process, and the
connection of members using body movement. Other factors found in the success of the
ensemble were positivity, commitment, caring communication, being empowered, and the ability
to empathize with each other. Variables such as motivation, respect, responsibility, and
communication are much more important to the success of the team (2012). Berglin (2015) also
found that empathy and vulnerability were essential to the success of an a capella vocal
ensemble. Further, the members valued equity in opportunity.
The benefits of collaboration among music students early in their education include
listening, communication, responding, and responsibility. Graves (2008) encouraged pianists to
engage in small and large ensemble performances to develop these same skills. Young pianists
typically are soloists and do not readily gain benefits of collaboration. Ensemble playing is a
great way to showcase skills and collaborate with other musicians. Adderley, Kennedy, and Berz
(2003) found that members of the ensemble valued labels and identifiers and the malleability of
role. Students joined ensembles for musical, social, academic, and family reasons. The social
climate of the ensemble yielded positive relationships resulting in well-being and growth.
Benefits from ensemble participation were musical, academic and psychological in nature.
Matthews and Kitsantas (2007) looked at the effectiveness of a team from the perspective
of the music director and came to a similar conclusion. The project investigated the reasons
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ensemble members would lend the conductor support and engage in a rehearsal process. The
conclusions are that the conductor cultivated a climate of collective efficacy, group cohesion,
and a motivational climate where students were rewarded for completing tasks. Further, Shieh
(2008) states that music educators have a great opportunity to help students develop leadership
much more than other classroom teachers. They do this through (1) the fostering of an
environment where the expression of diversity is promoted, (2) developing a flexible leadership
style for encouraging development, and (3) giving students opportunities to exercise leadership.
Power, A. (2008) found that the most successful teaching strategies for motivating students were
fostering supportive learning environments, allowing some democracy in the classroom, offering
a wide range of intellectual, cultural, and aesthetic experiences, offering problem-based learning,
and ensuring that all students felt supported and accepted.
Developing Self-Agency in Music Students
One of the best ways to help motivate a student is to get them to believe in themselves
(Criss 2011). I can create many scaffolded technical exercises, and none will be as effective and
getting that student to believe that they can succeed. It might seem ’touchy feely,’ but it is very
real. Criss (2011) states that the best way to scaffold for diverse students is to improve their selfagency. She sees that some students would rather be challenged to the edge of their abilities
while others are content to never seek that ground. “Clever teachers are able to help students
match their abilities and expectancies and help them to choose tasks and criteria for assessment
that are right for them, to increase their potential” (Criss 2011, pg. 63). Further, Criss (2011)
states that a safe environment heightens the comfort level of the student so that they will attempt
new skills and feel better about making mistakes.
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Bandura (1990) wrote that opinions we have about ourselves have influences on how we
think, feel, and act. Beliefs about our own capabilities affect our cognitive and motivational
processes. Further, people will self-select an environment in which they think they will succeed.
We make judgements about our self-agency through active, vicarious, social interactions. Pajares
(1996) examined the self-agency component of Bandura’s social cognitive theory focusing on
motivation in the academic setting. Conclusions are that self-agency is a greater predictor of
outcome. In other words, if someone believes they can do something, they are very much more
likely to be effective at it.
Bong and Clark (1999) found that research in self-agency better at predicting the
motivational outcomes in students than self-concept research. While self-concept is more
complex and nuanced, self-agency research results in more consistent operational definitions and
more context-specific assessments of both the construct and the outcomes. Self-concept research
also tend to use correlational data. It matters more if a student thinks that they can achieve a
musical goal than their own self-conception of their musical ability. According to Dweck, C. S.
(2007), music teachers should reinforce the concept that intellectual ability is malleable and can
be developed through effort and education. Students taught this malleable concept are more
resilient and willing to accept challenges.
Most successful musicians got there through hard work. However, students who do not
believe that they will succeed will not try as hard. It’s a chicken-egg thing. I will create
scaffolded exercises with the goal of self-improvement which will also make the student believe
in their own abilities. One of the greatest issues is that students correlate talent or perceived
aptitude with success. However, Zelenak (2015) found only a modest correlation between
aptitude and self-agency. Cogdill, S. H. (2015) suggests that teachers change the perception of
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talent, widen the scope of musical activities in schools, include authentic assessments, and have
teachers learn how to increase motivation.
Hewitt (2015) researched the relationships between self-agency, gender, school level,
instrument family, and music performance. The conclusions of the study indicate that there is a
strong relationship between self-agency and self-evaluation of a music performance.
Interestingly, as ability increased, students were less confident about their own success. This
suggests that there is a missing component in what we teach music students. This also suggests
that education broadens perspective.
Rojas and Springer (2014) also researched how much self-agency affected students’
practice. Participants were all undergraduate students. Internal factors were found to be much
more of a factor than external factors such as environmental or social situations. Further, selfagency was found to be a solid predictor of how much a student practiced. While searching for
the best way to teach aural skills to jazz students, Watson (2010) found that there were
significant differences between students with low and high self-agency.
Matthews & Kitsantas (2007) examined how motivation in a music ensemble is affected
by group cohesion and collective self-agency. The prominent themes in the responses were the
perceptions of collective efficacy, group cohesion, and positive motivational climate fostered by
the conductor. Here we find that self-agency can be affected by mentors. Zelenak (2015)
surveyed 290 middle school and high school music students focusing on the four sources of selfagency in music performance (mastery experience, vicarious experience, verbal/social
persuasion, and physiological state). The study looked for differences among band, chorus, and
string students. It also investigated differences between high school and middle school students.

24

25

No differences in self-agency were found between ensemble and age groups. Mastery experience
was found to have the greatest impact on self-agency.
WHY? Attaching Weight and Creating Goals
It turns out that because I said so is not a great motivator. Students need to know why
they are being trained and what to expect so that they know when they have arrived. Further,
they need to attach the weight of the expected result with their action. They also need to know
the musical result which can be difficult to hear at first for most students.
One strategy in creating an effective team is setting goals. David, Clutterbuck, and
Megginson (2016) explore the different type of goal theories and the best way to implement
goals in a specific team. They emphasize that goals are essential parts of motivational
psychology. However, those same goals should be revaluated frequently to ensure that they
remain workable and effective given any new knowledge, forces, or other input.
Lautzenheizer, T. (1990) puts the weight of modelling self-motivation on the music
teachers, stating that master teachers have a clear sense of purpose, are consistently persistent,
are constantly analyzing themselves, are perpetual seekers and learners, exude a high level of
emotional maturity, are not afraid to fail, and fuel motivation with their own self-discipline. He
maintains that self-motivation is the result of developing a set of controlled habits that will lead
to a desired set of goals. The inability to delay gratification is a major roadblock to success.
Pitts, S. E., Davidson, J. W., & McPherson, G. E. (2000) also conclude that sensitive
parental and teacher support is essential to progress. Quality over quantity is a skill that children
need to be taught and encouraged to implement. In effect, the teacher must raise the awareness of
technique and explain why it is important. In my experience this is especially important when
observing student practicing. Working on the hard stuff is, well, hard! Students would rather
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spend 30 minutes playing through the phrases and line that they can already perform to a decent
standard. That makes them feel good. Meanwhile, the sections that they cannot play stay
unlearned or under rehearsed. It’s analogous to only eating your dessert but not your broccoli.
Another issue is that students do not learn to shave off the rough edges. They must learn to
practice refinement in their performances.
Sichivista (2004) studied retention among elementary instrumental music students and
found that the best predictor of musical intentions was the value that students placed on
music. This value could be affected by parental musicianship, parental support in music,
previous musical experience, self-concept of musical ability academic and social integration.
Schmidt, C. P. (2005) bolsters this theory concluding that students are motivated to succeed in
music ensembles due to one or more of the following aspects: mastery of goals, the intrinsic
challenge, individual self-agency, social cooperative aspects, competition, ego, avoidance of
failure, commitment to the ensemble, and self-concept.
Miksza (2006) found that concentration, intrinsic-goal motivation, intrinsic-challenge
motivation, metacognition-reflective strategies, and commitment to improve were all significant
factors in self-regulation while studying music, especially in relation to practice efficiency and
amount. Davis (2009) explored the meaningfulness of music education to middle school
students. The meaning ascribed by students fell into 4 major categories: vocational, academic,
belongingness, and agency. Ciorba, C. R., & Russell, B. E. (2014) found that positive goals were
just as great an indicator of success in learning jazz theory as previous academic achievement.
Further, positive reinforcement of the same goals resulted in positive outcomes and performance
success. In contrast, negative reinforcement had a debilitating effect on students.
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Cogdill, S. H. (2015) suggests that motivational patterns evolve with the age of the
student, and teachers should tailor their motivational strategies to the specific age group within
the ensemble.
Renwick, J.M. and Reeve, J (2012) take this a step further with self-determination theory.
The two components of this are 1. The tendency towards personal growth and a more unified
sense of self is supported through the fulfillment of basic psychological needs of competence,
relatedness, and autonomy. 2. Behavior is more enjoyable and contributes more to personal
wellbeing when motivation is internalized and more closely aligned with the self. Evans, P.
(2015) follows this study by applying self-determination theory as a unified approach to describe
how best to motivate students in music education.
The most effective way to scaffolding for attribution and goals is to do it individually
(Criss 2011). She suggests that teachers help students connect their skill with their effort. The
answer to the big why is because actions have consequences. We affect our goals through our
actions. We control our ability to achieve our goals. Further, our abilities will change over time.
We never stand still as long as we try.
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CHAPTER III
RESEARCH METHODS
The methods of inquiry for this study focused on the principles and practices of action
research, using self-study aligned with professional teacher standards, teacher artifacts, research
journal entries, student checklists, teacher checklists, open-ended questions, closed-ended
question, and attitude scales. I will begin with a review of action research principles to establish
the foundation for this study’s method of inquiry. Second, I will review the choices and purposes
of data collection that helped to highlight my instruction and means for searching for
improvement. Third, I will detail my context for the study, methods of data collection protocols,
maintaining credibility and trustworthiness of the data, and acknowledge my limitations as a
researcher. Finally, I will present the procedures used for studying my practice, while providing
data and analysis that speaks to adaptations and adjustments made to my instruction as I
implanted this study.
Research Questions
My focus for this research was centered on utilizing process theory to motivate diverse
students in my music ensembles. Specifically, I examined strategies to create a positive team
culture, enable my students to develop self-agency, and create goals that connect the student to
the music and their practice. Strategies are derived from research as well as from my cooperating
teacher and on-site mentors.
This focus aligned with the following INTASC Standards for teacher professional
development, including INTASC Standards 1 (Learner Development), 2 (Learning Differences),
3 (Learning Environments), 6 (Assessment). Additionally, I considered how studying my own
practice in line with INTASC Standards could improve my own instruction and therefore,
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student learning. My purpose of this study was to improve the experience of each student in my
ensemble by growing their self-agency, immersing them in a highly effective team culture, and
creating an amazing music education program. The research question (s) for this study were:
4. How can I build a team culture that improves the student experience and grows
musicianship while also promoting inclusiveness cohesiveness, and social
acceptance?
This question, while complex and seemingly multifaceted, is narrowly focused on how
the application of process theory can improve the sense of equity and encourage autonomy
among the ensemble members. The focus is on the actions within the group such as peer
dynamics, leadership, vicarious skill development, and peer-to-peer learning. It also investigates
the sense of autonomy of each student and their ability to flourish. The question serves to focus
my personal reflections and action research on how successful music ensemble cultures are built
and maintained. Data gathered from a focus on this question was used to test how specifically I
affected the culture of my music ensembles and how that culture evolved over this past school
year using the tenants within process theory.
5. How can I best encourage students to develop their self-agency while also improving
their ability to see consequences as products of their actions?
This question shifts my focus from external to internal. It probes the level of effectiveness for
each musician in the ensemble. I use self-assessment (through a survey), practice logs, and
journal notes to examine a shift in the belief of self. This question also looks to see if student
expectations are better managed as the school year progressed.
6. How can I best set goals for my students, assist them in setting their own goals and
develop their ability to manage their expectations?
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This question investigates how well my expectations for student musicians within and
ensemble, their expectations, and the actual outcomes converged during the school year. This
question will be tested through formal and informal assessments such as performances, practice
check-ins, self-assessments, and journal notes. Data gathered from this question could validate
how my use of process theory is affecting student outcomes.
INTASC Standards
INTASC Standards were collaboratively developed by Interstate Teacher Assessment and
Support Consortium (InTASC) and the Council of Chief State School Officers (CCSSO). The
standards outline the proficiencies and skill bases for teachers throughout the United States.
These common principles and practices greatly affect student outcomes at all grade levels. The
standards contain contemporary pedagogical themes including personalized learning, cultural
competence, application of knowledge, assessment literacy, collaboration, and leadership. The
standards serve as guideposts for teachers throughout their careers and are grouped into four
domains of teaching: The Learner and Learning, Content, Instructional Practice, Professional
Responsibility.
I have identified several INTASC standards that I feel best outline the various skills and
methods of process theory that I am researching. The four standards that most closely align with
my research goals and questions include INTASC Standards 1 (Learner Development), 2
(Learning Differences), 3 (Learning Environments), and 6 (Assessment). My Action Research is
learner-focused and addresses every standard under The Learner and Learning domain. Standard
1 focuses on Learner Development. The students in my ensembles have various developmental
needs, and I am looking at how to assist each of them with personalizing their goals for growth.
Further, process theory calls for treating students with equity and respect regardless of their
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backgrounds or challenges. My goal is to assist students with believing that they can achieve
whatever they set their mind to do.
Standard 2 states that the learning environments are inclusive where every learner is held
accountable to high standards. Goals are set both by me and by the students where I grow the
students’ ability to expect more from themselves musically. Students are encouraged to share
experiences from their backgrounds and respect other views.
Standard 3 is the collaborative learning environment. My ensembles are comprised of
students from various backgrounds and skill levels. However, all members must work together to
create a successful performance. Further, students who feel left out or ignored will likely quit the
ensemble. My ARP aimed to grow the positive team mentality and use peer-to-peer learning to
enable all students to perform at a high level. This standard also includes the self-agency
required to practice and perform music. Although the ensemble can sometimes be competitive
for seating and leadership, my ARP seeks to develop a culture of sharing and learning where
everyone succeeds together.
Standard 6 deals with assessment. This can be challenging for a music ensemble. The
grade is usually based on attendance and the final group performance. One issue is that students
wait until just before the concert to practice. In effect, the fire just isn’t hot enough until them.
My ARP uses process theory to create goals for assessments. I am moving away from an
attendance-based to a performative-based grade where students are rewarded for practicing and
learning their parts well before the final performance.
Methods and Procedures
Because my purpose was to describe my own teaching practice as well as how I use data
to improve my own practice in line with the INTASC professional standards, it was important to
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choose a method that could account for both what the standards are for teachers and how I was
paying attention to my own practice through data collection to improve it. Accordingly, this
study was designed as an action research study.
This is an Action Research Project, meaning that it uses research data combined with
collaborative feedback to design and implement action plans in real-time in real-world settings. It
does not use the scientific approach (Gould, 2008). For example, there are no control groups.
The ARP is tailored to the teacher doing the research making it much more meaningful
(Preisman, 2007). The researcher and their students remain at the center of the experiment. The
goal is to find the best practices and strategies for the researcher. In doing so, the researcher
collaborates with colleagues, administration, and students to receive feedback.
The first step is to evaluate holes in the skill set or needs for the particular pedagogical
situation. Next, the teacher devises a plan. It is at this point that they become a researcher. The
plan is enacted, data collected, and reviewed. Themes and patterns are identified. Finally, the
research collaborates with colleagues, such as a mentor, to determine the best path forward
(Preisman, 2007). This process is helpful to me, because I see how easy it can be to get caughtup in the day-to-day teaching without any time for reflection. My mentor is always pulling me
aside to consider why a problem is occurring. I am typically annoyed a bit, just because it can be
difficult to feel like I have time for the discussion. But then, I am always surprised at how
effective it can be to step back and devise a course of action to solve a pedagogical issue. I have
already done it several times this year, and I think it’s one of the most exciting parts of teaching!
For this project, I focused on using process theory to improve student motivation so that I could
improve my skill set. I have always been impressed with ensembles that have great cultures. The
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students would rather be there than anywhere else, and the group performs at a high level while
also being inclusive and positive. That is what I want to achieve.
Data Collection
The basic steps in action research are 1) identify a topic or issue to study, 2) collect data
related to the chosen topic or issue, 3) analyze and interpret the collected data, and 4) carry out
action planning, which represents the application of the action research results. Data collection in
an action research project typically is related to the topic or issues, and provide answers pertinent
to the research questions. As Padak and Padak observe, “Any information that can help you
answer your questions is data” (1994). Therefore, I used a variety of data collection tools related
to my topic to ensure the validity of my results. Furthermore, I adhered to the following four
characteristics in determining the data I would collect for my study, 1) anonymity of students, 2)
comparison in data collection was built in so that the results could be judged against themselves
both before and after the intervention period, 3) aspects of performance to be examined were
identified prior to data collection so that the information was relevant and connected to the
research questions, and 4) a variety of data was collected so that different aspects of the topic
could be brought to light (Padak and Padak, 1994). Finally, because I was studying my own
practice while I was in the middle of said practice, I acknowledge the “spiraling nature” of data
collection in action research (Padak and Padak, 1994). By focusing on data in connection to my
research questions, my attention tuned to other pieces of data that emerged in relation to my
questions. These emergent data pieces were included as part of the study as they had relevance to
my research questions.
Because my research questions focus on improving motivation by implementing process
theory, I chose to collect data that would provide information about how my practice and the
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interventions I identified aligned with the research topic. The types of data I chose to collect are
described next.
Data Set 1: Personal Journal Reflections
My first set of data is the personal reflections on the development of the ensembles as
environments for learning and the growth of student skills. The personal nature of this data ties it
to the ARP. It also provides a basis for each of the three experiential questions. My daily
experiences will be used to chart a path to show the development of the team, the self-agency in
students, and the change to a goal-oriented program.

Data Set 2: Student Feedback
My second set of data includes feedback through a survey. In this data set, I want to fully
connect the dots between self-image and outward performance. I want to see if the students see
any connections or awareness of their growth and to what extent. I also want to better gauge the
environment of the ensemble from the students’ perspectives. I am specifically looking at how
my students responded to the strategies used in process theory. I would like to see an increase in
performance resulting from an increase in self-agency and commitment. I would like to see
students connect their performance and enjoyment with an increase in their personal attachment
and responsibility to the ensemble. I would like to see growth in social skills, leadership and
social attachments. I would like to see an increase in students turning-in assignments, quality of
performances, and growth in assessments.
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Data Set 3: Professional Feedback from Mentor Teachers and Administrators
In data set 3, I will collect real feedback from my mentors and administrators. I want to
know what they have noticed and what they see that I might be missing. Mentor feedback will
cover all facets of my teaching and note areas of improvement and where there are deficiencies
and gaps.

Context of the Study
I began teaching full-time in September at a large, 6A high school, and at a middle
school, both in suburban Clackamas County. This ARP will only take place in the high school to
keep the strategies somewhat homogenized. The school cultures and administration are different,
and my mentors regularly coach me at the high school.
The student body of the high school is close to 1,900 students, growing strongly from
1,500 in just 10 years. About 10% them are eligible for free or reduced lunch. White students
make up 81% of the population. Students who identify as LatinX makeup 6% of the population
while Asian students make-up another 6% of the population. Another 6% are student who
identify as having more than one race. Black, Indigenous, and Pacific Islander students makeup
about 1%. There are approximately 75 full-time teachers. I am in the performing arts department
where there are 6 faculty members: 2 instrumental music (including me), 1 choral music, and
three dramatic arts. Our department rarely meets. However, I regularly collaborate with the two
other music teachers and consider both to be mentors. I teach a jazz ensemble of 21 students, a
lower orchestra of 20 students, and an upper orchestra of 20 students. The other instrumental
music teacher is my cooperating teacher in the MAT program. Both mentor teachers are regarded
very highly in the state of Oregon as running top programs. There is definitely pressure to
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immediately succeed. My orchestra program is small in comparison to that of the band and choir.
The expectation by administration is that I will grow it. The jazz ensemble I coach is the lower,
unauditioned group consisting mostly of freshman.
The three high school ensembles are scheduled using a 6-period hybrid-block. On
Mondays and Fridays, each of the 6 periods meets for 56 minutes. On Tuesdays, Wednesdays,
and Thursdays, each period meets twice for 86 minutes. The total teaching time over a 5-day
week is 284 minutes which is approximately 4 ¾ hours.
Participants
Because this study was designed using an action research approach, the main participant
in the study is myself, as the teacher. As my learning progressed throughout my student teaching
program, I became interested in a number of ideas that would help me to improve my instruction.
Ultimately, I decided to focus on the main research areas outlined in my research question. To
lend credibility to the results I will share from my self-study of my practice, it is important to
describe my role in the classroom where I teach. In this section I will focus on describing my
own classroom and my role as the teacher.
I began my teaching in early September. This study takes place over approximately 30
weeks. I am the primary teacher for my classes. My mentor gives me feedback after class. In my
upper orchestra class, my mentor graciously donates part of his free period at least once a week
to assist and team-teach. I do the same for him with his upper band class. This project is
following two school years that were interrupted by the COVID-19 pandemic. Students returned
in September with low social and classroom skills. Freshman were particularly stunted with
almost no concept of how to behave in an ensemble. I also inherited a program where there had
been low expectations. There was no development of leaders or self-agency. Practicing outside
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of the classroom was not promoted well. The 1.5 years of online school had created a large skills
gap among the students. Those who chose to invest in their skills, practice at home, and join
community programs flourished. Those who did not reverted to much lower levels. This meant
that it was unavoidable to have students at very different levels in the same ensemble.
Essentially, there was a massive skills gap. Those at the lower level were unsure of how to
improve and had little belief in their abilities, regardless of age. Those at the higher level had a
strong self-agency but were not necessarily leaders to their peers. They remained aloof. Other
high-level students chose to not participate in the orchestra program. Instead, they chose to learn
a band instrument to extract themselves from the toxic culture.
There was no sense of team in any of the ensembles, nor was there any pride. Students
regularly spoke aloud with negativity about their skills during class. The physical posture of the
students was a slumped seated position. There was no excitement about the music, only fear that
they would fail again. It was upsetting to me to find a students who were afraid to try. Some of
the younger students acted on their fear by acting inappropriately during rehearsal or making
jokes.
I began the year with encouragement and positive language. However, I found myself
lacking knowledge in the best and way to motivate these students. I had both intrinsic and
extrinsic pressure to succeed and make a difference right away. My mentor teacher would give
me great advice, but I needed an overall motivational plan. I need to find a way to change the
culture. I did not want to fall in a trap of a teacher-focused culture solely based on my in-class
personality. I wanted the students to set new goals, develop the self-agency to achieve those
goals, and make the connection that they had been the greatest factor in their success.
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How I Studied My Teaching
This ARP study began in September 2021 and will last until the end of April 2022. From
the data I collect, I will create a chart showing the growth of skills in the primary three areas of
this project: team culture, self-agency, and goal-setting. I will do this by capturing varied types
of data from myself, students and mentors. From this data, I will look to map how much my
teaching affected change in the students’ growth.
Even before I began thinking about this project, I was taking notes in a journal reflecting
on how my strategies affected the students and the culture. These journal entries comprise the
greatest amount of observational data. During the timeline of this ARP, I focused my journal
entries toward goal-setting, self-agency, and building a team culture. These are the primary
strategies from process theory I used to address differentiation, scaffolding, and best practices in
my own teaching.
For the duration of this project, I assigned practice journals to each of my students and
attached grade value to them. Students were required to practice a certain number of hours which
varied by ensemble. The upper orchestra, Chamber, was required to practice 5 hours/ week. The
lower orchestra, String, was required to practice 3 hours/ week. The jazz ensemble I teach was
also required to practice 3 hours/ week. Students remarked that they could be lying, but I find
that students are generally truthful. It is easy to tell if a student is cheating, and that will be
pertinent feedback for which students are buying into the new system. Students uploaded their
entries to the Google Classroom. Students who are taking ownership generally complete
assignments and practice more.
Another type of assessment I used for music students during the course of this ARP was
performance check-ins. Students were asked to prepare specific 8-bar to 16-bar measures from
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the repertoire the ensemble was practicing for the performance. Students recorded themselves
and uploaded those recordings to the Google Classroom. This was a way for me to check-in on
how students are progressing. Students who take more ownership will generally perform better
on the playing tests.
I will also survey students for this ARP. These will look for how the team culture shifted,
if students developed more or less self-agency, and if students create more or fewer goals. The
survey questions will also allow me to probe for other ways my teaching positively or negatively
affected change in the program.
The summative group assessment for any ensemble is the performance. I have notes from
myself, mentors, and clinicians on the performances. I also have recordings and can compare and
contrast them. This allows me to chart a growth path for each ensemble.
I have several mentors who gave me feedback during the ARP. Kevin Egan gave me
daily feedback and would regularly spend time to respond to any action I took in the classroom.
As I am also a new hire, the school district assigned me a mentor, Jay Schauer. He meets with
me weekly, and his feedback is also very helpful. Jay attended the school performances and
observed my classes on several occasions as well. I also received great feedback from Darrel
Camp, my practicum supervisor from Western Oregon University. I will use feedback notes from
all mentors as part of this ARP.
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CHAPTER IV
FINDINGS
Overview
When looking through the data sources that were compiled through the action research
process, the primary sources of evidence relating to my implementation of process theory
strategies came from journal field notes, feedback from mentors, and feedback through a student
survey. All provided evidence of my work to address diversity, scaffolding, and best practices
through the use of process theory. This device suggests that to motivate students of different
backgrounds and scaffold appropriate to each individual level while still engaging the class, I
need to develop a team culture, encourage self-agency, and create a goal orientation. Each of
these are intertwined in the other. For the purpose of this project, my concept of improving
teamwork is outward facing. This includes any pedagogical device that is outward facing. The
nature of the performing ensemble is that they succeed as a group. Conversely, any strategy that
develops inward growth is also effective at increasing self-agency. The goal orientation is both
personal and team. I focused on the jazz ensemble course that met from 7:30AM – 8:25AM,
Monday through Thursday for 55 minutes.
Journal Entries – Data Set A
For the purposes of this Action Research Project, I took notes in a digital journal twice
weekly during the months of February and March. I used an MS Word document and added new
entries directly underneath the previous remarks. This process allowed me to detail what I was
noticing in class, recollect instances of feedback, see patterns of change, and view the frequency
of my implementation of the process theory practices.
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The journal entries span a time period where the ensemble was learning new music and
preparing for several performances. We also began a unit on learning to improvise. I briefly
wrote my notes at the end of each class, at least 2 days/ week. To focus my notes on this Action
Research Project, I wrote questions at the top of each month that coincided with the research
questions:
How am I building a team culture?
How am I encouraging self-agency in students?
Am I clearly stating goals and referring to them?
I color coded each entry which best related to one of the three questions. This allowed me
to sort my data between topics. Thus, the journal entries span each of the three research topics in
this project. My journal entries are located in Appendix A.
Mentor Feedback – Data Set B
The feedback I received from mentors this year was incredibly valuable. I had three
primary mentors. Darrel Camp was my supervisor from Western Oregon University. He
observed me on seven occasions. He observed me teaching both middle school orchestras, both
high school orchestras, and the jazz ensemble. For the purposes of this Action Research Project, I
included the comments from instances where he observed me teaching the jazz ensemble on
1/27/22, 2/23/22, and 5/16/22. Camp’s observations of the jazz ensemble are located in
Appendix B.
As a first-year teacher, my school district assigned Jay Schauer to meet with me on a
weekly basis. Much of the weekly meeting were verbal conversations with a few written action
items noted at the end. He also observed each ensemble I teach. Again, I used comments from
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his observations of the jazz ensemble on 11/10/22 and 2/16/22 for this Action Research Project.
Schauer’s observations can be found in Appendix C.
My cooperating teacher, Kevin Egan, was also a great source of knowledge and feedback
throughout the year. He gave me daily comments and also met with me weekly, However, his
feedback was predominantly verbal. He also focused more on specific music teaching skills such
as conducting, warming up, and rehearsal techniques. Many of my ideas and strategies result
from these conversations in September through December. Due to the verbal nature, I have not
included his comments in this data set.
Student survey – Data Set C
I created a survey using Google Forms. I disseminated it to the jazz ensemble class on
4/18/22 via the class’s Google Classroom. The timing is at the end of Quarter 3. My goal was to
collect a sample of student feedback. I also wanted the survey experience to be brief so that
students could stay focused and complete it in a short amount of time. In twenty questions, I
probed areas of teamwork, skill growth, security, enjoyment, social growth, environment, and
goal orientation. Most students completed the survey in class over a period of 5 – 10 minutes. A
few students were absent that day and completed the survey outside of class. 18 students
completed the survey while 4 abstained. The entire survey can be found in Appendix D.
Presentation of the Data
Having Fun
I coded the data based on the three research questions. First, I found data that related to
building team culture and creating a student experience that grows musicianship while also
promoting inclusiveness, cohesiveness, and social acceptance. To build this new team culture, I
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utilized several strategies from process theory. I created an environment that felt safe, inclusive,
and fun. In figure 4.1, the students were asked if they felt safe and supported to improvise.
Figure 4.1
Question 10

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Rehearsals can be stressful. Learning new music is difficult. After two years of on-line
and hybrid, students are new to the grind of day-to-day school. I wanted to have warm
interactions and reduce anxiety. To create this environment, I worked to keep a light and positive
mood by speaking clearly, being calm, patient, and returning positive comments. My journal
entry from 2/7 shows that the classroom culture is calm. “Students practice parts quietly while I
work with other sections.” My journal from 2/14 states that “The mood was fun, and I kept it
light by asking them about Valentine’s Day.” My journal from 3/7 stated “Students are excited
and nervous about the upcoming competition on Saturday.” On 2/16, Jay Schauer observed,
“enthusiasm on the part of the students” and “humor and collective interactions without going off
the rails.”
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Figure 4.2 illustrates student feedback on this question. Is it fun to perform in Jazz Lab?
55.6% of the students who answered the survey answered with a 5 – Tons of Fun! 27.8% of the
students answered with a score of 4, and 16.7% of the students replied with a 3. As a lighthearted joke to how much they would rather not show-up at 7:20AM to rehearse, students
decided on a band name: “The Moaners” based on a piece of rep: Moanin’. This activity was
noted in my journal on 3/9.
Figure 4.2
Question 1

Note. Scale is 1 (No fun) – 5 (Tons of fun!)
Shared Experiences
To create a more inclusive team culture, I implemented activities where all members of
the group had shared experiences. On 11/10, Jay Schauer commented that students were singing
together. On 1/27, Darrel Camp noted that I had students clapping to the beat. This was reiterated
on his 2/23 observation when he noted that I had students stepping together to the beat. In my
notes for that same day I wrote, “I had students step around the auditorium today while the
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rhythm section played. This is an effort to them to feel the time. It’s also a unique shared
experience for them.”
Performing for each other during rehearsal was the beginning of their shared experiences.
I noted in my journal on 2/7, “I like to use competition between the sections.” Students
especially enjoyed the shared experience of performing for the public. In my journal on 3/14, I
wrote, “Students had a blast at the competition on 3/12. They were excited afterwards and
bonded over pizza.” This is further illustrated by both figure 4.3 where students respond
overwhelmingly positively to a jazz festival performance. 77.8% of the respondents indicated
that they enjoyed the shared experience.
Figure 4.3
Question 4

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
When a similar question illustrated in Figure 4.4 was posed to students about enjoying
performing for their peers in a school assembly, only 44.4% of the students indicated that they
enjoyed the experience, while another 44.4% students were neutral.
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Figure 4.4
Question 11

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
In the survey, 2/3 of the students indicated that they perform better when playing as a group.
This is illustrated in Figure 4.5 These shared experiences create social connections. 50% of the
survey respondents indicated that they had made 4 or more friends this year in the ensemble.
These results are in Figure 4.6.
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Figure 4.5
Question 12

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.6
Question 3

Note. Scale is 1 new friend – 5 new friends

47

48

Modelling and practicing clear communication
From both mentor feedback and from readings, I began to increase my awareness and
efforts toward practicing clear and effective communication. Darrel Camp noted this in his
comments on 1/27. “You have arranged the students so that you can hear and see all of them.
When you are speaking to sections of the band, you move closer to them. As you work with
various sections of the band, the other students wait and do not distract from the instruction you
are providing others.” Camp is referring to my square arrangement of the ensemble. The
trumpets face the saxophones. To the right of the trumpet are the trombones, and they face the
rhythm section. Camp also noted in his observations on 5/16 about consistent, clear feedback to
students: “Even during tuning and warming up you are providing feedback; the trombones tuning
is one example.”
Another strategy I used to increase the effectiveness of our class communication was the use of
call and response. Schauer mentioned this in his 11/10 observation: “Loved the “What measure
are we on?” with a full-throated collective response for accountability to stay in the moment.”
This type of communication is reflected in the way I quiet down the class for rehearsal. Also on
his 11/10 observation, Schauer noted that I had said, “Take horns home! Or whatever your axe
is!” This is part of the clear communication strategy. In Camp’s 1/27 observation he notes that I
ask the class, “when is the next concert?” This is part of the ask instead of tell for clearer
understanding of communication. On his 5/16 observation, Camp noted, “you go to the front and
center and raise your hands to get the attention of the students. They respond quickly.” In my
journal notes on 2/14, I write that I reinforced habits by asking them what the expectations are
for the start of class.
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Modeling and practicing respectful and affirmative language towards others
The language that I use toward the students was reflected back to me. I modeled how I
wanted the students to interact with each other. On my 2/16, 2/22, 3/7, and 3/9 journal entries, I
noted that “students continue to use affirmative language toward each other.” In the 3/2 jounral, I
noted that “students were very supportive and complimentary of each other.” On 3/14, I noted,
“peer-to-peer communication continues to be effective and positive.” Schauer indicated in his
11/10 observation: “I have a strong feeling that I’m seeing the results of a lot of coaching,
modeling, holding accountable to get to this point. I don’t imagine it was quite like this back in
those early September mornings.”
On the student survey, I asked two questions relating to respectful communication. Figure
4.7 illustrates how 77.78% of the students responded that their questions were answered with
kindness, thought, and respect. The other 22.2% were neutral to the prompt. Figure 4.8 shows the
question changed into a statement: “My concerns are treated with kindness and respect.” This
resulted in almost the same results with two respondents changes from a 5 to a 4.
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Figure 4.7
Question 5

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.8
Question 26

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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High Expectations
After two years of online and hybrid classes, musicians were very complacent about
rehearsals and presented with low skills. I raised my expectations of how students should behave
and created routines. In my 2/7 journal, I noted that “students are setting-up and breaking down
the class.” On the same day, I also noted that students were waiting patiently or practicing parts
quietly while I worked with other sections. These expectations took months to build and were
continually reinforced. Camp noted in his 2/23 observation that the saxophone section was
responsible for clean-up that day. In his 5/16 observation notes, he stated: “students know the
routines and procedures for jazz band rehearsals.” In my 2/22 journal entry, I noted that
“students corrected each other an got the warm-up ready to go without me asking.” I also wrote,
“The daily habits of set-up and breakdown today were successful” on 2/22, 2/23, and 2/28.
Two survey questions mirrored expectations set during rehearsals. Students were
expected to be on time for the early period class. Schauer noticed that late arrivals were an issue
in his 11/10 observation. Figure 4.9 showed that students were mostly getting to class on time
while seven students admitted to having trouble with it. In Schauer’s 2/16 observation he notes,
“almost no late kids!”
In my journal entry on 2/14 I noted: “students are sharing pencils and holding each other
accountable to the correct way to play a section.” Figure 4.10 illustrated the expectation that
students assist and support each other either by direct assistance or with positive encouragement.
88.88% of students agreed with the concept of assisting each other.
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Figure 4.9
Question 18

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.10
Question 14

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Fair Accountability
In his 5/16 observation, Camp noticed that I handled issues fairly, respectfully, and
quickly so that class was uninterrupted. “You notice students who are interfering with the
playing of other students and tell them what they should be doing, the wandering trumpet and the
student sitting on the piano bench are examples.” Figure 4.11 illustrates that most students felt
they were treated with fairness during the rehearsals. 83.3% of the respondents felt that they
were treated fairly.
Figure 4.11
Question 21

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Fairness is often an issue with solo distribution. With this young group, I work directly
with improvisation and made sure that as many students as possible were given the opportunity
to solo in a performance. Camp noted that I was speaking about solo distribution in his 5/16
observation.
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Collective problem solving
Another strategy that I implemented was collective problem solving in a respectful
manner. Schauer noted in his 2/16 observation that I used, “collective problem solving over a
particular part of one piece.” In my 2/14 journal, I noted that “Students helped correct each other
after I made corrections.” In my 2/16, 2/22, and 3/7 journal entries, I noticed that students
assisted each other with fixing details based on my feedback. In my 2/28 journal entry, I noted:
“students assisted each other with circling the chord tones and getting the emerging students on
task.” Figure 4.12 and 4.13 illustrate the expectation that students assist each other and solve
problems as a team. 61.11% of the respondents stated that they can rely on classmates. 83.33%
of the respondents stated that they will assist incoming freshman next year with learning music.
One persistent issue that we solved as a group was the need to practice while I was
coaching other parts. We decided on 2-minute practice sessions. I note this in my 2/14 journal.
“2-Minute practice sessions are a success It allows students to work through a part without
interrupting me. It also gives them a break. Further, they can practice the feedback they just
received”
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Figure 4.12
Question 17

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.13
Question 30

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Developing Agency in Students
Importance of Intention
High school is typically a time where agency is modelled and taught. Students are
developing into adults and becoming more independent. Process theory suggests that I model
behaviors and actions while also showing students how their actions influence their growth.
Having intentions shows the students how to act and focus internally for the rehearsal. Schauer
notices that I reinforce the importance of intentions in his feedback on 11/10. By the spring
semester, I was regularly introducing the intention of the day. In my journal from 2/23, I write:
“I’m emphasizing more on mini-goals or intentions and sharing them with students. I
realize that sometimes these are in my head and I don’t always state them. Stepping in
time and building an internal sense of time was the intention for the day. Bells-up” is an
intention that I reinforced today.”
In my 2/28 journal, I wrote, “The intention of the day was to learn the pitches to the
concert Bb7 chord 2/28.” I also talked about professionalism. I regularly modelled professional
attire. In my journal from 3/9, I speak about professional attire and behavior while on tour. I also
talked about performance intentions. In my 3/14 journal entry, I write: “We talked about ways to
create energy, including anxiety, and how to put that into the show. I told many performancerelated anecdotes.”
Figure 4.14 reflects the student’s grappling with class engagement after having two years
away from regular school. 77.78% of the respondent answered that they agreed with being
focused and engaged during class.
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Figure 4.14
Question 28

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.15
Question 19

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Allowing the students to take ownership
My modeling and expectations encourage students to take a leading role in preparing
themselves for a performance. It will not all be learned during class. Figure 4.15 shows that
83.33% of the respondents felt confident about learning music through their own practicing.
Early in the year, the students were having poor self-image. I felt that it was important to
focus them on their own growth. In my journal notes from 2/14, I explained to students that the
only difference between them and the students in the upper group was practice time. This seemed
to connect a bit in some of their minds that they were responsible for their own growth. On his
5/16 evaluation, Camp noticed that I asked the class, “Do you want to be responsible for your
actions, or do you want me to be responsible for your actions?” In Camp’s feedback on 1/27, he
writes, “After playing the piece you ask the students how they feel about how they did. You
compliment them about how they are doing it better than previously, showing growth.”
Figure 4.16 shows the growth in self-agency among the students. 83.33% of the respondents
have connected that their success in the ensemble is controlled by their own actions, such as
timeliness, practice, attendance, and effort. Figure 4.17 shows a similar question with a similar
response rate. Again, 83.33% of the respondents have connected success with their own actions.
Figure 4.18 illustrates a emerging connection between the self-agency of practice and teamwork.
44.4% of the students answered that they would practice so that they would be better classmates.
Figure 4.19 shows the connection between practicing and success in rehearsals and
concerts. 88.88% of respondents agree that practicing will empower them to succeed. Figure
4.20 connects practicing, listening, and participation in rehearsal as part of success. 77.77% of
respondents agree with this statement.
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Figure 4.16
Question 24

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.17
Question 31

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Figure 4.18
Question 7

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.19
Question 15

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Figure 4.20
Question 23

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Challenges in the Zone
I created challenges for students through repertoire, improvisation, rehearsals, and
performances. By the late winter, I was beginning to see success in students rising to these
challenges. Still, I had to be select just the right amount of danger to keep student motivated. My
journal entry on 2/28 noted that group improvisation reduced the danger to a manageable
amount. My journal from 3/2 states, “the edTPA lesson on improvisation was a success overall.
It gave everyone several chances to improvise using small danger and improved their skill.” On
3/9, I noted that rehearsing in concert set-up for challenging for the students.
Figure 4.21 illustrates student awareness of the challenges and the connection with
growth. 77.77% of the respondents agreed that they felt challenged to grow or become a better
musician. Figure 4.22 shows almost the exact same question posed to the students. In this
occurrence, 88.88% agreed that the challenge helped them improve.
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Figure 4.21
Question 9

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Figure 4.22
Question 2

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
The repertoire is often used as a way to motivate students. I set it just out of reach. It can be
obtained through practice. I almost never perform a work that the group can read on the first or
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second try. Because of this, rehearsals cover the process of learning more difficult music. Figure
4.23 shows that 61.11% of respondents feel that they are more able to approach and practice
more difficult music.
Figure 4.23
Question 27

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
Check in
Personal communication is best one on one. The check in allows me to connect on a daily
basis with each student. This creates a sense of value, connection, and builds trust. In my 2/7
journal, I note that I walk around and interact with students individually. I ask them how they
feel. Though this is continued daily, I did not note it much after this date. In my journal notes
from 3/14 I write: “I asked students about our strengths. They responded with “energy”
“enthusiasm” “big sounds” “time and groove” as some of the highlights.” In Camp’s 5/16
feedback, he states: “There are several interactions during the lesson in which you check in with
the students and provide additional instruction if that is needed.” Obviously, I was still doing it.
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Repertoire they like
I try to program music so that there is something for everyone. Typically, students like
the work that features them or is fast and fun. Figure 4.24 shows that when the ensemble was
asked to name a favorite work, nine different names emerged. Of them Flight of the Foo Birds
received 27.77% of the vote for the most popular. After that, there is a 6-way tie for second
place. Each of those received 11.11% of the vote. The two remaining works each received 5.55%
of the vote.
Positive Feedback and Support
Giving a compliment is a great way to grow self-agency. This is something that I do daily
in all my ensembles. Camp commented in his feedback on 1/27 that I compliment good playing.
On 2/7, I note in my journal that I tell the students how much they have improved from the
beginning of the year. I note that I complimented students on 2/9. In my journal I noted that I
gave positive reinforcement on 2/7, 2/14, 2/16, 2/23, 2/28, 3/2, 3/7, 3/9, and 3/14. Also on 3/14 I
noted that I told the students how proud I was of their performance. In my journal on 2/22, I gave
positive reinforcement to soloists.
Authentic assessment
Frank, clear assessment is essential to the growth of these students. I use the compliment
sandwich. In my journal notes from 2/9, I state: “students are doing better singing parts.” In my
3/9 journal notes, I mention that I gave feedback while walking around the auditorium. In his
5/16 feedback, Camp states, “You are assessing the students whenever they are playing. You
have the students repeat after feedback has been provided.” Figure 4.25 represents the
connection between my assessment and the actions of the student. 83.33% of the respondents
agreed that my assessments were based on their actions and growth.
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Figure 4.24
Question 33

Note. Scale is number of occurrences a specific work was identified as a favorite
Figure 4.25
Question 25

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Modelling
I have to first show the students what I want to see. I model the concept either by a
recording or my own personal performance. Camp noticed that I modelled how I wanted a
cymbal struck in his 2/23 feedback. In my journal on 3/2, I noted that I modelled the
improvisation and assisted with student learning.
Goals and Expectations
How can I best set goals for my students, assist them in setting their own goals and
develop their ability to manage their expectations? Goal orientation is a large piece of process
theory.
Model goal setting
I found it important to first set the goals for the students. In my 2/14 journal, I stated that
the concert was a month away and that I want us to sound as good as the upper jazz band. This
was a higher level than they expected and some seemed to find it unattainable. Others were
energized. I also talked about a performance as a goal.
In my journal on 2/23, I noted that I had several mini-goals during the lesson. These were
stepping in time and getting the bells up on brass instruments. In my journal notes for 2/28, the
goal was learning the pitches of the Bb7 chord.
Placing value on the music
In music ensembles, learning the repertoire is the largest share of the goal. It must be
attainable and emphasized. In my journal notes from 2/7, I note that the new music seems to be
at the correct level. Figure 4.26 illustrates that 83.33% of respondents agreed that the repertoire
helped them grow as musicians. I gave practice journal assignments in order to connect student’s
growth to practicing. Unfortunately, students failed to see a connection between the practice
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journals and learning the music. In Figure 4.27, only 5.6% of respondents found the practice
journals helpful. In figure 4.28, only 11.1% of respondents found a connection between practice
journals and growth in musical facility.
Positive Goals
When students would get down on themselves, I reacted by setting positive goals. I noted in my
2/14 journal: “Students have begun to give negative feedback on the more difficult tunes,
because they do not believe in themselves yet. I reminded them that they are capable. I also told
them the repertoire represents where they are going.” Figure 4.29 illustrates that 66.7% of the
respondents felt that they gained musical facility because they participated in jazz lab. In my
journal notes from 2/22, I asked the students to assess what we needed to work on to attain our
performance goal.
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Figure 4.26
Question 20

Note.
Scale is 1 (Strongly disagree) – 5 (Strongly agree)

Figure 4.27
Question 6

Note. Scale is 1 (Not at all) – 5 (Most Definitely)
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Figure 4.28
Question 13

Note. Scale is 1 (Practice much less) – 5 (Practice much more)

Figure 4.29
Question 22

Note.
Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Individual Goals
Connection goals to self-agency is the sense of setting a personal goal for improvement.
Figure 4.30 shows that 94% of the respondents practiced so that they could personally gain
facility. Further Figure 4.31 shows that 66.66% of respondents agree that their own personal
expectations have risen along with those of the group. Figure 4.32 shows that 61.11% of the
respondents agree that their growth as a musician this year has been more than expected.
Figure 4.30
Question 16

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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Figure 4.31
Question 29

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)

Figure 4.32
Question 32

Note. Scale is 1 (Much less than I expected) – 5 (Much more than I expected)
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Personal Connection
Along with the stating of goals is the personal connection. That gives the motivation to
stick with the process. Schauer notes in his 2/16 observation that I create personal connections.
When the students are more personally connected to the ensemble, to the instrument, and to the
music, they will be more invested in the task. Figure 4.33 illustrates that 72.2% of the
respondents agree that they feel valued as part of the ensemble.
Figure 4.33
Question 8

Note. Scale is 1 (Strongly disagree) – 5 (Strongly agree)
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CHAPTER V
RESULTS AND DISCUSSION
The data results mirror my focus on leveraging aspects of process theory to address
differentiation, scaffolding, and best practices in my own teaching. My purpose of this study was
to improve the experience of each student in my ensemble by growing their self-agency,
immersing them in a highly effective team culture, and creating an amazing music education
program. The research question (s) for this study were:
7. How can I build a team culture that improves the student experience and grows
musicianship while also promoting inclusiveness cohesiveness, and social
acceptance?
The question serves to focus my personal reflections and action research on how
successful music ensemble cultures are built and maintained. The data shows how my strategies
affected external student behavior and how those same strategies evolved over this past school
year. The data also shows that these techniques positively affected growth in a sense of equity,
social awareness, and group responsibility within the ensemble. Further, these strategies
improved how I addressed diversity, scaffolding, and implementing best practices from the
standpoint of team culture.
8. How can I best encourage students to develop their self-agency while also improving
their ability to see consequences as products of their actions?
Improving self-agency is another tenet of process theory. How students views themselves
affects how they treat themselves, learn, and perform in the ensemble. If I am to address
differentiation, scaffolding, and best practices, then I must improve how a student views their
own abilities. The data from this question is a window into how students think and feel about
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themselves. This question seeks to learn about changes in student agency based on my teaching,
expectations, and classroom management policies.
9. How can I best set goals for my students, assist them in setting their own goals and
develop their ability to manage their expectations?
This question allows me to view how well I am creating goals for students. I want to
know if the goals I set are both challenging and manageable with support from the teacher and
peers. Further, I seek to learn about the development of goal-setting within the individual
student. When students have an increased awareness of goal management, I can better implement
differentiation, scaffolding, and best practices.
Team Culture
The data shows that I successfully built an inclusive, cohesive, and positive team culture
built on these best practice strategies from process theory: having fun, shared experiences, clear
communication, respectful and affirmative language, high expectations, fair accountability, and
collective problem solving. The data shows that these strategies are indeed best practices for
addressing diversity within the ensemble as well as scaffolding for skill development.
Data from mentor, journals, and student feedback shows that I successfully created an
environment that felt safe, inclusive, and fun. I kept a light and positive mood to decrease
anxiety. I developed my manner to energetic for success and patient with failure. I frequently
returned positive comments. Mentors regularly commented on me keeping the tone light with
humor. On 2/16, Jay Schauer observed, “enthusiasm on the part of the students” and “humor and
collective interactions without going off the rails.”
Data shows that students bonded over positive shared experiences such as performances
at Clackamas Community College. Further, students generally felt more capable when
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performing with their classmates. Mentors noticed that I regularly gave clear feedback during
rehearsal. An example is Camp, ““Even during tuning and warming up you are providing
feedback; the trombones tuning is one example.” Jay Schauer also enjoyed that I used the
technique of asking question to test understanding rather than just telling information.
A big piece of creating the team is modeling and practicing respectful and affirmative
language towards the students. This communication addresses all students with respect and
kindness. Further, students are clearly held accountable for expectations. I note several times in
my journal that “students continue to use affirmative language toward each other.” This is a
result of my modelling and expectations and resulted in an improved class culture.
High expectations also improved the team culture. I created student routines for tuning,
setting up and breaking down the rehearsal area (the stage of the auditorium), performing with
good sound, practicing and contributing. Because of these expectations, students were focused
and able to participate at a higher level. One item that I would have liked to have improved more
was the late arrivals. Although it did improve, I still have a few students who are chronically late.
With a diverse group of musicians, those with lesser skills could easily be discouraged by the
high expectations on the skill development. For that reason, I let each student know that I was
looking for and noticing the growth in each student. Further, I encouraged students to support
each other either by direct assistance or with positive encouragement. In Figure 4.10, you can see
that 88.88% of students agreed with the concept of assisting each other. This strategy scaffolds
by using peer-to-peer learning. It further scaffolds by relieving performance anxiety Related to
high expectations of the team is collective problem solving. The data also shows that students
regularly assisted each other and held each other accountable. This new culture shift showed best
in the data with survey question 30: If I returned to Jazz Lab next year, I would assist the
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incoming freshman in learning their parts. 83.33% of the respondents stated that they will assist
incoming freshman next year with learning music.
The data shows that fair accountability is another strategy that improves the team culture.
Figure 4.11 illustrates that most students felt they were treated with fairness during the
rehearsals. 83.3% of the respondents felt that they were treated fairly. This fair treatment is
essential when motivating musicians with diverse background and skill sets.
Developing Self-Agency in Students
Everyone would love to have students who believed that they could succeed. The data
shows that I am growing this self-agency in my students by implementing best practice strategies
from process theory such as intention, taking ownership, rigorous challenge, check-ins, buy-in
with repertoire they like, positive feedback, authenticity, and modelling professionalism. These
strategies address diverse students by creating the growth from within (Criss, 2011).
. The individual student increases their own ability to develop from wherever they are
and understand the value of that change. The data shows that the students found ways to grow
once they believed in their own abilities and that growth was separate from where they began in
skill development at the beginning of the year. In other words, students with lesser skills
sometimes developed more agency and began to understand how to grow. This surpassed some
of the growth of students with greater skills at the beginning of the year.
The data showed that I had success in focusing students by using strategic intentions. I
also explored how to use mental energy in both rehearsals and performances. When I noticed that
there was a large amount of nervous energy before performances, I addressed it in this journal
entry: “We talked about ways to create energy, including anxiety, and how to put that into the
show. I told many performance-related anecdotes.” Overall, focus improved and performance
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anxiety was reduced over time. This mental focus scaffolded student learning during rehearsals
by keeping students engaged and in the moment.
The data showed that self-image improved dramatically over the year. 83.33% of the
students surveyed agreed with the statement: I can learn the repertoire we perform in Jazz Lab
as long as I practice a reasonable amount. That is a massive shift from the beginning of the year
when students could barely read complex jazz rhythms and some students were still learning how
to play their instruments. One strategy that I used to improve self-image was allowing students to
take ownership in ensembles and performances. This scaffolds skill-development by anchoring
their desire to be competent with the goals in the repertoire. On his 5/16 evaluation, Camp
noticed that I asked the class, “Do you want to be responsible for your actions, or do you want
me to be responsible for your actions?” This is part of my effort to engage the students in class
ownership. Further, I regularly compliment them on their growth. The data showed that students
connected their success with their own actions. In the survey, 83.33% of students agreed with
this statement: My success in Jazz Lab is controlled by my own actions, such as timeliness,
practice, attendance, and effort. These were the same students who had been given A’s for two
years. during the pandemic for doing almost nothing. This understanding and acknowledgment is
a massive leap in self-agency.
The next successful strategy for improving self-agency and thus scaffolding learning was
creating rigorous challenges that could be obtained through assistance by a coach or mentor. In
the survey, 88.88% of students agreed with this statement: Jazz Lab challenges me to get better
and grow as a musician. Tackling challenging repertoire succeeded in developing the students’
ability to believe that they could succeed in future challenges. 61.11% of students surveyed
agreed with this statement: Playing in Jazz Lab has helped me feel more able to approach and
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practice difficult music. This is an outstanding development. When a student believes in
themselves, they are already partially scaffolded for the next challenge.
Checking in with students is another strategy that increases self-agency according to the
data. What is easy for one student will be a Mt. Everest for another. Therefor, regular check-ins
are a strategy that addresses differentiation among learners. In my journal notes from 3/14 I
write: “I asked students about our strengths. They responded with “energy” “enthusiasm” “big
sounds” “time and groove” as some of the highlights.”
If the repertoire is the challenging curriculum, then it must be something that they like.
The data shows that I selected a diverse repertoire, and that there was something for every
student. Figure 4.24 showed the variety of charts that students voted as their favorite of the year.
The ensemble practiced and performed over about 16 charts during the year. There were nine
different nominations for favorite chart. The conclusion is that there was something for each
individual student in at least one of the charts we studied. This strategy addresses differentiation
of students.
Positive feedback and support increases self-agency according to the data and is an
excellent strategy for addressing differentiation and scaffolding learners. Camp commented in
his feedback on 1/27 that I regularly compliment good playing. Rehearsal is challenging with
fast pacing and demands focus. Complimenting the efforts is the release valve for the pressure
and reinforces the individual.
The data shows that using authenticity when assessing students is very effective at
growing self-agency. In his 5/16 feedback, Camp states, “You are assessing the students
whenever they are playing. You have the students repeat after feedback has been provided.”
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83.33% of the survey respondents agreed that my assessments were based on their actions and
growth.
Setting Goals
Creating a culture of goals by setting goals and then modelling how to set goals for students
is a best practice strategy from process theory that addresses differentiation and scaffolding
according to the data sets. The first strategy supported by the data is modelling goal setting. I
have to first set attainable goals and model that process for the students. Further, I asked students
to place value on the goals. These goals were typically performances, public and private. 83.33%
of the students surveyed agreed with the statement: The expectations set by the repertoire we
perform are helping me grow as a musician. Goals also needed to be positive according to the
data. The positive goal scaffolds the student’s effort. I regularly retorted student self-doubt and
replaced it with reminders that they were indeed fully capable. In my journal on 2/14 I wrote, “I
told them the repertoire represents where they are going.”
After I modeled them, students had success with creating individual goals. 94% of students
surveyed agreed with the statement, I practice because I want to play better. 66.6% of the
students agreed with the statement, High expectations for the group have raised my own
personal expectations as a musician.
Lastly, but most important, the data shows that creating a personal connection with students
addresses differentiation and opens a pathway to scaffolding through improved communication
lines. Schauer notes in his 2/16 observation that I create personal connections. After two years of
pandemic and isolation, it is very important to create new connections among the students and
between students. This is one of the best parts of the music ensemble that has a positive team
motivational culture based on process theory.
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Limitations
This study was on one of the five ensembles that I teach. I kept the study with the same
group, because I felt it best to see the growth of the same students. However, the small(ish) class
size of 22 does not allow for true scientific data. I only did one survey. I would have liked to do
more, and I think that could have been another effective way to see change. However, I do have
mentor notes and journal notes from throughout the year. Students entered this year after two
years at home. Online school meant no music ensembles. The student’s skills were much lower
than expected at the beginning of the year. Where there may have been more differentiation in
skill level, this year, all skills were generally low. This allowed the class to grow well together at
a similar level. There were no ‘hard chargers’ getting bored. Throughout this year, my focus has
been on delivering excellent education. If I found a new strategy or found a mistake, I corrected
this immediately. Therefor, there was no control group in this study. I adapted and developed
along with the students. Actually, I think that improved our relationship. We were all working
hard together to create a great performance.
Future Goals
The first goal is to build on the positive. The team culture is growing. The self-agency is
growing, and the goals are working. I want to continue to do that while finding the blind spots.
The practice journals were a failure in this group. Most of these students were also in band, a
class taught by my mentor. He does not assign practice journals, so they did not see the value is
completing them. My orchestras did complete practice journals and they helped them be more
accountable. Since I share these students with my mentor, I will dump the practice journals for
jazz band and find other assignments that improve their self-agency. I would like to try short
transcriptions of improvisations. This would be a good next step for my improvisation block. The
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repertoire did encourage growth and practicing, so I will increase the amount of repertoire and
lessen the challenge on some of the charts. I think tweaking the level is always a challenge.
Another next step is to increase the amount of skill development I do in class such as the
improvisation. That set of classes was very effective in increasing the self-agency of students
while also allowing for peer-to-peer learning. Overall, I will continue to hone my understanding
of process theory and how to implement the strategies as best practices to address differentiation
within the ensemble and scaffold learning.
Summary
Process theory is an excellent device that utilizes best practices to address differentiation
and scaffolding while also motivating students in a music ensemble. The primary strategy is the
creation of an inclusive positive team culture by implementing the best practices of having fun,
shared experiences, clear communication, respectful and affirmative language, high expectations,
fair accountability, and collective problem solving. These effective learning strategies increase
the extrinsic awareness of students and creates a pocket of safety where they can learn and
mentor one another.
Process theory also suggests that teachers can develop self-agency in music students.
This is done by implementing the best practice strategies of intention, taking ownership, rigorous
challenge, check-ins, buy-in with repertoire they like, positive feedback, authenticity, and
modelling professionalism. These are the intrinsic skills that are the flip side of the team
development coin. Clearly, students who believe that they can succeed have a greater advantage
over those who do not. With music students, self-agency is directly related to how motivated a
student is to prepare music for a performance. This motivation and self-agency scaffolds the
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student toward higher challenges. Further, growth in self-agency allows students of various skill
sets to believe that they can succeed in time.
The goals that I set in my classes are fair and on point with the level of my students. I
must also show my students how to set their own goals. This process allows students of various
skill levels to create their own growth mindset. Goals must be positive, attainable, and celebrated
when achieved. My teaching has developed well this past year using these strategies from
process theory. As I move further into my career in secondary music education, I will continue to
hone my skills with process theory is scaffolding and addressing differentiation.
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APPENDIX A
Journal Entries
Jazz Lab Journal – February 2022
Mark Pipes

-

How am I building a team culture?
o Team building exercises
▪

Setting-up and breaking down

o Shared experiences?
▪

Trips

▪

Performances

o Supporting and learning from each other
o Peer-to-peer communication effective and positive
o Modelling professionalism mixed with casual banter

-

▪

Rigor and structure

▪

Light humor that is honest and respectful

How am I encouraging self-agency in students?
o Small danger
o Zone of proximal development
o Positive reinforcement

-

Are my goals clear and appropriate?
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o Do they have student input?
o Did I attach weight to a goal?
o Daily habits?
o Do I make goals public?
o Are the goals challenging, clear, and compelling?
o Are students involved in setting goals?

2/7
Students are arranged in a box so that I can clearly see all of them and interact with them.
I walk over and interact with students individually
Other students wait patiently and do not distract
All students clap, sing and march with the time
Students practice parts quietly while I work with other sections
I positively reinforce students
I ask them how they feel
I talk about how they are doing much better than at the beginning of the year with learning new
material
New music seems to be at the correct level
2/9
Students are setting-up and breaking down the class. I still have more work to do to get everyone
involved. Some “escape” before helping. I need to make my instructions clearer. This is both a goalsetting daily habit and professionalism.
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Students are doing better singing parts. I have to goad them at times. I reminded them that they are all
in this together. Then I asked which section could sing the loudest. I like to use competition between the
sections. Which can play the best accents?
Students were complimented today on their work and progress.
2/14
Students were mostly on-time. The warm-up is going well. Students have begun to give negative
feedback on the more difficult tunes, because they do not believe in themselves yet. I reminded them
that they are capable. I also told them the repertoire represents where they are going.
2-Minute practice sessions are a success It allows students to work though a part without interrupting
me. It also gives them a break. Further, they can practice the feedback they just received.
Students helped correct each other after I made corrections. (Some heard me, and some have emerging
listening skills)
Students are sharing pencils and holding each other accountable to the correct way to play a section.
The mood was fun, and I kept it light by asking them about Valentine’s Day.
I gave positive reinforcement
I stated that the concert was a month away and that I want us to sound as good as the upper jazz band.
This was a higher level than they expected and some seemed to find it unattainable. Others were
energized.
I explained to students that the only difference between them and the students in the upper group was
practice time. This seemed to connect a bit in some of their minds that they were responsible for their
own growth.
2/16
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I was frustrated today with the slow start. Even though everyone was on time, students didn’t have their
warm-up ready to go. I reinforced habits by asking them what the expectations are for the start of class.
However, I got frustrated and could have modelled professional tone better.
I gave positive reinforcement
Students assisted each other with fixing details based on my feedback
Students continue to use affirmative language toward each other
2/22
Students corrected each other and got the warm-up ready to go without me asking.
I began by talking about the goal of the concert on March 15
I asked the students to assess what we needed to work on to attain our performance goal
I gave positive reinforcement to soloists and gave them some notes on how to improve. They each are
meeting with me at lunchtime to go over the solos.
Students are loving “Flight of the Foo Birds.” It highlights a trumpet section that is growing in
confidence. They also like trying to sound like the Basie Band.
Students assisted each other with fixing details based on my feedback
Students continue to use affirmative language toward each other
The daily habits of set-up and breakdown today were successful
2/23
I had students step around the auditorium today while the rhythm section played. This is an effort to
them to feel the time. It’s also a unique shared experience for them.
Do you think that you can step in time?
Stepping in time and building an internal sense of time was the intention for the day.
“Bells-up” is an intention that I reinforced today.
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I’m emphasizing more on mini-goals or intentions and sharing them with students. I realize that
sometimes these are in my head and I don’t always state them.
I gave positive reinforcement
The daily habits of set-up, warm-up, and breakdown today were successful
2/28 edTPA
Today, I took time to teach about improvisation to the entire group as part of my edTPA project. I
devised a novel concept where all students could solo together using the chord tones of the dominant
chord.
The intention of the day was to learn the pitches to the concert Bb7 chord
This allowed the big danger of improvisation to be much smaller.
Students assisted each other with circling the chord tones and getting the emerging students on task
I modelled the improvisation and assisted with student learning.
I gave positive reinforcement
The daily habits of set-up, warm-up, and breakdown today were successful
Jazz Lab Journal – March 2022

-

How am I building a team culture?
o Team building exercises
▪

Setting-up and breaking down

o Shared experiences
▪

Trips

▪

Performances

o Supporting and learning from each other?
o Peer-to-peer communication effective and positive?
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o Modelling professionalism mixed with casual banter

-

▪

Rigor and structure

▪

Light humor that is honest and respectful

How am I encouraging self-agency in students?
o Small danger
o Zone of proximal development
o Positive reinforcement

-

Are my goals clear and appropriate?
o Do they have student input?
o Did I attach weight to a goal?
o Daily habits?
o Do I make goals public?
o Are the goals challenging, clear, and compelling?
o Are students involved in setting goals?

3/2
Intention of the day was to improvise over Freddie Freeloader using the Bb Blues scale
This day was not as successful as 2/28 or 3/1. The goal was too high for the facility of the students. They
were still mastering soloing with chord tones. Using the Blues scale was only accomplished by the
student with the highest agency.
However, it showed the best students what was possible.
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The edTPA lesson was a success overall. It gave everyone several chances to improvise using small
danger and improved their skill

Students were very supportive and complimentary of each other.
There was quite a bit of playing in the background while I was trying to teach, which frustrated me. I
realized after that I should have planned for this free time and expression so that each student could
create their own improvisatory goals.
I modelled the improvisation and assisted with student learning.
I gave positive reinforcement

3/7
With the competition less than a week away, I made the intention of the day to clean-up the small stuff.
Students are excited and nervous about the upcoming competition on Saturday.
I gave positive reinforcement
Students assisted each other with fixing details based on my feedback
Students continue to use affirmative language toward each other
The daily habits of set-up, warm-up, and breakdown today were successful
We rehearsed in concert set-up which was challenging for the students
I walked around the auditorium and gave them feedback as an audience member

3/9
We learned that our pianist has COVID. We had to drop a song where she was featured. Students
banded assisted in the selection of a different work that we had previously learned.
Students decided on a band name – “The Moaners” based on a piece of rep – “Moanin’”
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It’s also a nod to how much they would rather not show-up at 7:20AM to rehearse.
The daily habits of set-up, warm-up, and breakdown today were successful
I gave positive reinforcement
We rehearsed in concert set-up which was challenging for the students
I walked around the auditorium and gave them feedback as an audience member
I asked them to make the goal of the Saturday competition to have fun
Students continue to have positive and affirmative communication with each other
We talked about professional performance attire
We talked about professionalism when on tour

3/14
Students had a blast at the competition on 3/12. They were excited afterwards and bonded over pizza.
Students performed well on Saturday and achieved the level of expectations for the repertoire
I told the musicians how proud I was of their performance.
The intention of the day is putting energy into a show
We talked about ways to create energy, including anxiety, and how to put that into the show. I told
many performance-related anecdotes.
I asked students about our strengths. They responded with “energy” “enthusiasm” “big sounds” “time
and groove” as some of the highlights.
Peer-to-peer communication continues to be effective and positive
I gave positive reinforcement
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APPENDIX B
Mentor Feedback 11/10/21 - Schauer

Mark Pipes - 11/10 - Class Observation

Class - Early Period - Jazz Band 2 (?) - Grade (what range? 9-12?)

REALLY IMPORTANT QUALIFIER TO ALL OF THIS - SOME THINGS I BROUGHT UP BELOW MAY BE THINGS
YOU ARE DOING EVERY OTHER DAY BESIDES TODAY AND I MISSED IT A BUNCH OF TIMES. I RECOGNIZE
THAT’S THE PROBLEM OF INTERPRETING A SNAPSHOT.

I also recognize there might be some of these you have tried and haven’t worked. This is intended to
give some ideas and possible tweaks that might be additive to your and your students’ success.

Additionally, I recognize that an early period elective class like this represents a very different collection
of student passion and investment than what I’m likely to see in your middle school elective class where
some have to take some kind of music/art class and may be more reluctant learners.

Finally, this was a most pleasant way to start the day, getting to listen to some really enjoyable music - I
don’t think I am providing you near as much help as I might in a 1st Period middle school or high school
required class but glad to get to do this kind of observation, too.
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Starting Point - How would you say today compared to other days for this class? How does this class
typically compare to your other classes?

Highlights - I have a strong feeling that I’m seeing the results of a lot of coaching, modeling, holding
accountable to get to this point. I don’t imagine it was quite like this back in those early September
mornings.

●

Great Interactions - in LOTS of different ways - call and answer - Gentle/Warm Demander,
greeting, cajoling, etc

●

Loved the “What measure are we on?” with a full throated collective response for accountability
to stay in the moment

●

“Take horns home! Or whatever your axe is” followed by “Who’s taking horns home?” - call and
response for processing - good strategy

●

Reinforcing importance of intention

●

Helping or acknowledging conflicts with other classes and letting student know that they should
not be caught in the middle of it.

.

Suggestions
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●

My primary suggestion from what I saw happened maybe only once or twice and that has to do
with giving students time to answer a question - employing the 10 second rule if necessary “What are we doing with staccato?” It’s a tricky balance with the pace and energy that I saw
with this class but unless the question has been set up previously and the answer should be on
the tip of their tongues it takes way more time than we often think it should for a student to:
make the neural connections to come up with or access the answer, then convince themselves
to raise their hand and then actually fire off the commands to get the hand in the air (or speak).
I also had originally noted to go over the importance of staccato at that point but you circled
back around to it later.

Other Observations or Questions

●

Early bird - are late arrivals chronic or intermittent? - one a problem, the other mostly just
probability.

●

Generally an early period elective is pretty self-selected and relatively motivated - any reluctant
learners in this one?

●

It was fun to see the sing with me mode of instruction and most seemed comfortable with that did that take a while to get there? Any still hiding during the singing?

●

Was curious about the “That’s the right note - I can live with that?” comment - It seemed like a
positive comment but the I can live with that seems like it counters it? (yep, this is probably a
pretty nit-picky one because it doesn’t seem like any really big things for me to bring up! - which
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means it seems you can work on little nuanced things rather than major reconstructive surgery
like most new folks)
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Mentor Feedback 2/16/22 – Schauer

Mark Pipes - 2/16 - Class Observation

Class - Early Bird and 1st Period - Jazz Band and Orchestra - Mostly 9-10 Grade

REALLY IMPORTANT QUALIFIER TO ALL OF THIS - SOME THINGS I BROUGHT UP BELOW MAY BE THINGS
YOU ARE DOING EVERY OTHER DAY BESIDES TODAY AND I MISSED IT A BUNCH OF TIMES. I RECOGNIZE
THAT’S THE PROBLEM OF INTERPRETING A SNAPSHOT.

I also recognize there might be some of these you have tried and haven’t worked. This is intended to
give some ideas and possible tweaks that might be additive to your and your students’ success.

AND we discussed most of this already.

Starting Point - How would you say today compared to other days for these classes? How does this class
typically compare to your other classes?

Highlights

Jazz Band

●

Almost no late kids!

●

Personal connections - birthday check-in
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●

Collective problem solving over a particular part of one piece

●

Enthusiasm on the part of students

Orchestra

●

Students tuning and warming up going better

●

Getting schedule on board

●

Humor and collective interactions without going off the rails

●

Great explanation of the Pear of Sound!!

Suggestions

Jazz Band

●

We discussed how to ask sections “What are we about to start with?” and spread that around a
bit instead of identifying “Why is it a mystery everyday?” - probably not a mystery - just not
thinking yet

●

How can you help with out of seat movement, at least occasionally.

Orchestra
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Other Observations or Questions

Jazz Band

●

How challenging is it to conduct and play at the same time? You already explained the value of
being able to model right away with your instrument rather than voice.

Orchestra

●

I recognize changing teaching locations is challenging and wastes time and energy - it would be
nice for all disciplines if everyone had their own teaching space - not happening any time soon.
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Mentor Feedback 1/27/22 – Camp

Clinical Observation Feedback Form

Teacher Candidate: Mark Pipes

Cooperating/Clinical Teacher’s Name: Kevin Egan
University Supervisor’s Name: Darrel Camp
School/District: West Linn HS / West Linn-Wilsonville SD

Subject/Grade Level Observed: Music / Jazz Band / 9th, 10th, 11th

Date: January 27, 2022
Number of Students: 21 students

“Look Fors”:

Examples/Evidence from the Lesson/Supervisor Notes

Lesson Planning:
1. Are goals and objectives, standards, or
targets appropriate and measurable?

The standards and targets are appropriate and measurable.
The targets are written in student friendly language, “I
can…”
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2. Do lesson plans align to objectives,

The lesson plan is aligned with the standards and targets.

standards, or targets?
3. Lesson is based on assessment data?

The lesson is based on informal assessments from previous
lessons and exercises you have done with the students.

4. Are lessons sequenced and scaffolded

You list this lesson as three in a series of 12 lessons.

appropriately?
5. Lesson has an opening/hook?

The hook is really the warmup. The hook for the Samba
part of the lesson could have been you playing to
demonstrate.

Instructional Delivery:
1. Are learning targets, directions, and

You provide instructions beginning with the warm up

procedures communicated appropriately to

exercises and as the lesson progresses.

students?

I did not hear you specifically state the target for the
lesson.
I am not sure how you would do this on the stage, but it is
a good and recommended practice to post the target as well
as verbalize it.

2. Are checks for understanding and

As you provide instruction about warm ups, you check for

differentiation used to meet the needs of all

understanding by listening to the tone. Throughout the

learners?

warm up you check for understanding by listening to the
students playing.
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Throughout the lesson, you check for understanding mostly
through listening.
3. Does the candidate integrate technology
and/or digital tools to engage learners?

The stage is not set up to use technology in the way it is
used in other classrooms. The students were asked to listen
to a recording in preparation for this lesson.

4. Does the candidate utilize research-based

You have arranged the students so that you can hear and

behavior management strategies to promote see all of them. When you are speaking to sections of the
an optimal learning environment such as

band, you move closer to them.

high engagement strategies, Grinder

As you work with various sections of the band, the other

techniques, proactive procedures/routines,

students wait and do not distract from the instruction you

etc.

are providing others.
The clapping on the legs engaged all of the students.
You encourage students to practice their parts quietly as
you work with other sections of the band.

5. Estimated times of instruction are planned.

You have provided estimated times in the lesson plan.

- Pacing of lesson was appropriate. Candidate adjusted lesson closing
appropriately (lesson ended early or ran
over time limit)

Assessment:
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1. Does the candidate provide meaningful

Beginning with the warmups, you provide feedback based

feedback throughout the lesson, addressing

on what you are hearing. When the students play well, you

tasks and/or assessment?

complement them.
The feedback you provide is based on what you hear from
the students.
After playing the piece you ask the students how they feel
about how they did. You compliment them about how they
are doing it better than previously, showing growth.

2. The candidate's assessments are ___
aligned to a learning target ___

The assessments in this lesson are informal/formative. As
the students play, you assess what you hear, provide

developmentally appropriate ___ of enough feedback, and adjust your instruction.
variety to allow students to show
competence ___ formal ___ informal ___
formative ___ summative ___ other
Analysis of Teaching:
Candidate is able to discuss, provide evidence

You discussed and provided evidence of research you

of, and can justify connections to educational

considered in your lesson plan.

research and/or theory?

Candidate uses research and/or theory to

You connected the research you cited with the learning of

explain their P-12 learner's progress?

the students.
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What additional feedback do you have for the
candidate?

7:28 Students are entering and preparing. You are
interacting with a few of the students. The students are
arranged in a circle on the stage of the auditorium.
7:35 You go to the stand. Students stop individual warming
up. You signal the students and they play the warm up.
You provide feedback, especially about tone of the
trombones. Tuning is on concert B flat. You explain
what you would like the students to do first as they
warm up their instruments.
7:46 The students put away the warm up and take out
something else. You demonstrate on a saxophone and
have the saxophones play. You demonstrate and then
have other sections play.
8:02 You ask the students when the next concert will
happen. The students take out a piece of music. You
check to see which parts some of the individuals will be
playing.
8:22 “Put everything away.”

Part II: Share what went well with the lesson and areas of strength.
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1. You have the students arranged purposefully in the circle which allows you to hear and
see the individuals.
2. You provide feedback, both positive and instructional, to the group, sections, and some of
the individuals.

Part III: What are the next steps for the teacher candidate. Establish one or two specific and
observable goals for the next scheduled observation.
a.

Even if you can’t visually post the target, make sure you are very specific about what
you are doing and why you are doing it. This helps students understand the purpose of
your instruction.

b. I recommend that you plan for and use technology in a lesson or a couple of lessons
sometime between now and the end of the school year, having the students use the
technology to enhance their learning. This would be a way of providing evidence that you
know how to incorporate technology in your teaching even though you generally do not
choose to do so.

Part IV (Complete ONLY if there are major concerns): Is there anything that should be
addressed at this time? If yes, please share these concerns with the Director of Clinical Practice
and the Program Coordinator immediately.
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Mentor Feedback 2/23/22 – Camp

Clinical Observation Feedback Form

Teacher Candidate: Mark Pipes

Cooperating/Clinical Teacher’s Name: Kevin Egan
University Supervisor’s Name: Darrel Camp
School/District: West Linn HS / West Linn-Wilsonville SD

Subject/Grade Level Observed: Music / Jazz Band / 9th, 10th, 11th

Date: February 23, 2022
Number of Students:

“Look Fors”:

Examples/Evidence from the Lesson/Supervisor Notes

Lesson Planning:
6. Are goals and objectives,

The standards and targets are appropriate and measurable.

standards, or targets
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appropriate and
measurable?
7. Do lesson plans align to

The lesson plan is aligned with the standards and targets.

objectives, standards, or
targets?
8. Lesson is based on
assessment data?

The assessment data you have in the lesson plan is from your informal
observations as you work with the jazz band. I hope you are able to
include some more formal assessment data for your edTPA lessons.

9. Are lessons sequenced and
scaffolded appropriately?
10. Lesson has an
opening/hook?

Your lesson plan indicates that this is the second in a series of six
lessons.
At the beginning of the lesson time the students are warming up the
instruments. Next you have them play warmup scales together and tune
to concert B flat.
Was the stepping around the auditorium a hook? It could have been
depending on what came next.

Instructional Delivery:
6. Are learning targets,

I did not hear you specifically state the targets. This will be important in

directions, and procedures

the edTPA lessons and even better if you can visually display them

communicated

somehow in your rehearsal space. You did provide instructions

appropriately to students?

throughout the lesson as needed.
Much of this lesson was about feeling the beat. You could have included
this in one of your targets.
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7. Are checks for

As the students are tuning, you check for their understanding of being

understanding and

sharp or flat. You ask a student if they think they are flat or sharp. You

differentiation used to meet

model how you want the cymbal to be struck for the drummer.

the needs of all learners?

You explain the stepping activity then ask if that all makes sense. Do
you feel that you could step in time.

8. Does the candidate integrate
technology and/or digital

Students are encouraged to use a tuning app. You could include this in
your lesson plan as technology the students use.

tools to engage learners?

9. Does the candidate utilize

The students respond when you ask them to stop for instruction. This is

research-based behavior

done with your arms signaling a cut.

management strategies to

Please stop playing when I’m talking. Students responded.

promote an optimal learning

Students are generally ready to play when it their time.

environment such as high
engagement strategies,
Grinder techniques,
proactive
procedures/routines, etc.
10. Estimated times of

You provided estimated times in the lesson plan.

instruction are planned. -

The lesson appeared to progress at approximately the planned times.

Pacing of lesson was

At the end of the lesson, you remind the saxophones to clean up their

appropriate. - Candidate

area.
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adjusted lesson closing
appropriately (lesson ended
early or ran over time limit)

Assessment:
3. Does the candidate provide

You provide feedback as the students are tuning.

meaningful feedback

You give the drummer input about what he could be doing as the other

throughout the lesson,

players are warming up with scales.

addressing tasks and/or

I like this energy.

assessment?

You provide group feedback several times during the lesson, e.g., “Good
job,” and similar feedback.
The bells are in the music stands, I want to see bells.
Don’t overplay, make a nice sound. You let an individual know that his
bell is still down.
We were are stepping with intention the timing is good.

4. The candidate's assessments

You informally assess frequently during this lesson. During tuning you

are ___ aligned to a learning assess and adjust by what you hear. You assess the trumpets and instruct
target ___ developmentally

them in what you want to hear from them in their entrances.

appropriate ___ of enough

When a section has been rushed, you have the students stand, voice their

variety to allow students to

parts, and move to the music.

show competence ___
formal ___ informal ___
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formative ___ summative
___ other
Analysis of Teaching:
Candidate is able to discuss,

In the lesson plan you provide evidence of the research you considered

provide evidence of, and can

as you developed the plan.

justify connections to
educational research and/or
theory?

Candidate uses research and/or

You connected the research to how you will use it to increase students

theory to explain their P-12

understanding.

learner's progress?

Part II: Share what went well with the lesson and areas of strength.

3. You are very good at hearing the students and immediately providing feedback and
instruction. You demonstrated this numerous times during the lesson.

Part III: What are the next steps for the teacher candidate. Establish one or two specific and
observable goals for the next scheduled observation.
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c.

Assessment and gathering assessment data. You do well informally assessing the
students throughout the lesson. The next step is to gather more formal assessment data.
This will be important for the edTPA and for the Pre-CPAST and CPAST evaluations at
the end of this term and third term.

d.

Part IV (Complete ONLY if there are major concerns): Is there anything that should be
addressed at this time? If yes, please share these concerns with the Director of Clinical Practice
and the Program Coordinator immediately.
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Mentor Feedback 5/16/22 – Camp

Clinical Observation Feedback Form

Teacher Candidate: Mark Pipes

Cooperating/Clinical Teacher’s Name: Kevin Egan
University Supervisor’s Name: Darrel Camp
School/District: West Linn HS / West Linn-Wilsonville SD

Subject/Grade Level Observed: Music / Jazz Band

Date: May 16, 2022
Number of Students: 20 students

“Look Fors”:

Examples/Evidence from the Lesson/Supervisor Notes

Lesson Planning:
11. Are goals and objectives, standards, or
targets appropriate and measurable?

The standards and targets are appropriate and measurable.
You will be measuring the targets through observation,
listening.
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12. Do lesson plans align to objectives,

The lesson plan is aligned with the standard and target.

standards, or targets?
13. Lesson is based on assessment data?

The assessment data you use is generally in the moment.
You assess what you are hearing and immediately adjust
and/or instruct the students.

14. Are lessons sequenced and scaffolded

You list this lesson plan as the ninth of twelve.

appropriately?
15. Lesson has an opening/hook?

The students self warmup. You announce the goals and
targets for today’s lesson.

Instructional Delivery:
11. Are learning targets, directions, and

At the beginning of class, you stop the warming up and tell

procedures communicated appropriately to

the students. You tell them the targets for today. There is

students?

an exchange of questions with the students about the
concert next Monday.
You interact with the students about the first piece and
decide who will have the solos. You are also providing
instructions.
After one time through, you review who is soloing and
how many times through.
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12. Are checks for understanding and

Do you want to be responsible for your actions, or do you

differentiation used to meet the needs of all

want me to be responsible for your actions? This was in

learners?

response to a student who had a thought about the clean up
process at the end of class.
There are several interactions during the lesson in which
you check in with the students and provide additional
instruction if that is needed.

13. Does the candidate integrate technology
and/or digital tools to engage learners?

The jazz band meets on the auditorium stage. Technology
is not set up for you to use in this setting.
The students play their instruments, the do not need
technology.

14. Does the candidate utilize research-based

The behavior of the students is generally appropriate.

behavior management strategies to promote Generally the students do not talk or play when you are
an optimal learning environment such as

talking. You remind students to not just be making noise

high engagement strategies, Grinder

with their horns.

techniques, proactive procedures/routines,

You have one trumpet player who doesn’t seem to stay in

etc.

his place. He wanders over to the marimba to quietly visit.
You ask the marimba player to be play, this partially helps.
Is it okay for the trumpet not to be in his place? Everyone
else stays and plays from their places. You ask the trumpet
player to stop wandering around, it is too distracting. Good
tactic.

117

118

You go to the front and center and raise your hands to get
the attention of the students. They respond quickly.

15. Estimated times of instruction are planned.

You included estimated times in the lesson plan.

- Pacing of lesson was appropriate. -

7:28 Students have been warming up.

Candidate adjusted lesson closing

7:32 The jazz band is tuning to B flat. Then they all play

appropriately (lesson ended early or ran

the warm up.

over time limit)

7:35 The students get out the music, “Freddy the
Freeloader.”
8:00 You put your saxophone down. You have moved on
to the next piece.
8:20 Everything must be put away, off the stage. All
students are to help accomplish this.

Assessment:
5. Does the candidate provide meaningful

Even during tuning and warming up you are providing

feedback throughout the lesson, addressing

feedback; the trombones tuning is one example.

tasks and/or assessment?

Throughout the rehearsal, you provide feedback to sections
and individuals based on what you are hearing.
You compliment the piano.
Often the feedback is about tuning. You compliment when
it sounds good.
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6. The candidate's assessments are ___
aligned to a learning target ___

You are assessing the students whenever they are playing.
You have the students repeat after feedback has been

developmentally appropriate ___ of enough provided.
variety to allow students to show
competence ___ formal ___ informal ___
formative ___ summative ___ other
Analysis of Teaching:
Candidate is able to discuss, provide evidence

You used the edTPA lesson plan template, so this

of, and can justify connections to educational

information is included in the lesson plan. You have cited

research and/or theory?

multiple sources of research that support your instructional
decisions.

Candidate uses research and/or theory to

You provide an explanation of how the research connects

explain their P-12 learner's progress?

to the learning and helps the students as they learn to
improvise.

Part II: Share what went well with the lesson and areas of strength.

4. The students know the routines and procedures for jazz band rehearsals.
5. You notice students who are interfering with the playing of other students and tell them
what they should be doing, the wandering trumpet and the student sitting on the piano
bench are examples.
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Part III: What are the next steps for the teacher candidate. Establish one or two specific and
observable goals for the next scheduled observation.
e.

Of course, complete the program requirements and acquire the license.

f. Continue to reinforce and reteach your expectations as you were doing during this
rehearsal. It sounds like you will have most of these students again next year and I want
you to really enjoy working with them.

Part IV (Complete ONLY if there are major concerns): Is there anything that should be
addressed at this time? If yes, please share these concerns with the Director of Clinical Practice
and the Program Coordinator immediately.
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APPENDIX C
Student Survey
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